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PREFACE 
Theophilus, in the Seventh Century, B.c., left to posterity 
the legend of a poor priest, who being unable to discover ulti• 
mate truth through theological study, became a magician and 
thus obtained his goal. This is, perhaps, the earliest mention 
of the Faustian man turning to superhuman methods in order to 
satisfy his own personal ambitions while on earth. 
Mephistopheles, as the antagonist, did not appear until 
medieval tfmes; various men, and groups of men, merely believed 
themselves to have power and knowledge over the prime elements 
of nature. Cyprius of Antioch in the Fourth Century was one 
such example, although his deeds are most likely pure inven-
tion; fetish priests, medieval saints, the Olympian gods in 
Greek mythology, several Christian priests - Aaron, Elijah• 
King Solomon- all believed in man's supernatural hold over 
the universe. 
Simon Magus, again in Christian religion, was considered 
a sorcerer, his deeds being related in the Bible (Acts VIII, 
vs. 9-13, 18-24); legend states that he was married to Helen 
of Troy, who played an tmp~tant role in Goethe's play. Plato, 
Aristotle, Homer, and Virgil were said to have possessed these 
powers; in the legendary world, Merlin, Tannnauser, and Robert 
the Devil, among others, held a monopoly on orthodox magic. 
During the "Age of Discover.ment" in the Fifteenth Century, 
11 
those people who practiced alchemy and astrology were con-
sidered to be in league with the devil; such men were Lully• 
and Roger Bacon. 
This Faustian man and his deeds quickly became an adap• 
table subject for playa·, poems, prose legends and musical 
compositions. The ibllowing composers drew on a medieval 
legend, a puppet play, Marlowe's play and Goethe's drama £o~ 
their interpretations of the Faust saga: 
Music Settinss to be Discussed in This Thesis 
1. Berlioz, Hector (1803-1869). La Damnation de Faust, Op. 24. (The Damnation of Faust) . . , 
Librettist: Berlioz, using drafts o£ Almire Gandonniere. 
Composed: 1827·1846. · 
First Performance: December 6, 1846, Paris. 
2. Boito, Arrigo (1842-1918). Mefistofele. 
Librettist: Boito. 
Composed: 1862~1868. · 
First Performance: March 5, 1868, Milan. 
3. Busoni, Ferrucoio (1866-1924). Doktor Faust. 
6. 
Librettist: Busoni. . 
Composed: 1916-1924; completed by: Phillipp Jarnach. 
First Performance: May 21, 1925, Dresden. 
Gounod, Charles (1818-1893). Faust. 
Librettists: Barbier and Carrie 
·Composed: 1852-1859. 
First Performance: March 19, 1859, Parise 
Liszt, Franz (1811-1886). Eine Faust-Symphonie. 
(A Faust Symphony) 
Composed: 1854• 
First Performance: December 5, 1857, Weimar. 
Mahler, Gustav (1860•1911). Symphon! No. 8 in Ev. 
(Part II, scenes from Goethe's Faust · 
Librettist: Goethe. 
Composed: 1906-1907. 
First Performance: September 12, 1910, Munich. 
a. 
111 
Schumann. Robert (1810-1856). Szenen aus Goethe's "Faust." (Scenes from Goethe's "Faust") 
Librettist: Goethe. _. 
Composed: 1844-1853. 
First Performance: August 29f 1849 (omitting Overture 
and Part II. Nos. 5 and bJ. Leipzi~· 
First Complete Performance: January 1~. 1862. Cologne. 
Spohr. Louis (Ludwig) (1784-1859). Faust. Op. 60. 
Librettist: Joseph K. Bernhard • . 
Composed: 1813. 
First Performance: September 1. 1816. Frankfurt. 
Wagner. Richard (i813-1883). Eine Faust-OuvertUre. (A Faust Overture) 
Composed: 1840. 
First Performance: July 21. 1844. Dresden. 
CHAPTER I 
INTRODUCTION 
The music literature baaed on the Faust drama which exists 
today is extensive; these compositions embrace nearly every 
type of musical form - cantatas, descriptive musical scenes, 
individual songs, overtures, symphonies, incidental music to 
accompany playa, music for radio, and most numerous - opera. 
Much of this music is not perf ormed or well-known today; in 
many cases there are no existing recordings and the scores have 
either long since been lost or are difficult to obtain. In 
several other cases, however, Faust compositions have earned 
world-wide acclaim; many adaptations of the original scores 
have been made, recordings are available, and there is a wealth 
of literature written about the works and their composers. 
Although most of the existing compositions are baaed upon 
Goethe's poem,Fauat, there are a few works interpreting 
Mar lowe's play, The Tragical History of Doctor Faustus, or 
the medieval legend and puppet playa; the puppet play described 
in this thesis is entitled, The Life and Death of Dr. Johannes 
Faustus. The nine compositions under discussion in Chapter 3 
encompass all four dramas and employ diversified types of 
musical form. 
In chronological order, Spohr's Faust, completed in 1813, 
is an opera based on the puppet play; Wagner's Eine Faust-
Ouverture, 18~0. is a symphonic overture describing the 
2. 
character, Faust, from Goethe's poem; Berlioz completed his 
"dramatic cantata," La Damnation de Faust in 18~6, his work 
~ . 
being based on Goethe's poem; Schumann's Szenen aus Goethe's 
-
Faust, 1853, are several musical scenes with chorus and solo 
voices - also based upon Goethe; and Liszt•s Eine Faust-
Symphonie, 1854, is a three-movement symphony describing three 
characters from Goethe's drama. 
The next two compositions are operas, Gounod•s Faust and 
Boito•s Mefistofele being completed in 1859 and 1868, respec-
tively, and both interpreting Goethe's poem. Symphony No. 8, 
by Mahler, was completed in 1907, and embraces the final scene 
of Goethe's poem, the "Chorus Mysticus." A twentieth century 
opera by Busoni, Doktor Faust, completed in 1924, is based 
upon the medieval puppet play and Marlowe's play. 
In the preparation of this thesis, there has been avail-
able for investigation recordings, scores, and libretti (when 
necessary) in English for the compositions by Berlioz, Liszt, 
Gounod, Boito, and Mahler. F<I>r the works by Spohr and Busoni, 
there was available scores and libretti only, the texts be~g 
in the original German. There is an existing English trans-
lation of the puppet play used by Spohr in his opera~ but the 
words in no way coincide with the German text. 
The Schumann Scenes is in score form only, one edition 
containing the German text, and the other, an English translation. 
The Wagner overture was investigated t~ugh an orchestral score. 
3. 
No composer could possibly hope to deal with the entire 
Faust legend, especially as it is conceived in Goethe's vast 
and complex poem. Consequently, in each work to be discussed, 
the composer has selected a portion or several scenes from 
the works of Goethe or Marlowe, the puppet play or the medieval 
legend, and portrayed musically what he felt was the essence 
of his particular text. In choosing these works rrom the 
many other existing compositions, there has been no attempt 
made to belittle or magniry any particular interpretation. 
Selection has been based upon the availability of scores, 
libretti, and recordings (where possible); the compositions 
were also chosen with the intent to illustrate several repre-
sent ative and contrasting interpretations of Goethe's poem, 
and two works depicting the medieval legend, the puppet play 
and Marlowe•s Doctor Faustus. 
In order to understand each composer's work, Chapter 2 
will be devoted to the literary background of the Faust drama: 
the Faust Legend and the Puppet Play will deal with literary 
works preceding Marlowe's play, the original legend and the 
/ / puppet play; an historical resume and synopsis of Marlowe•s 
play and Goethe's poem will follow. Chapter 3 will discuss, 
chronologically, the nine compositions described earlier in 
this chapter. 
This thesis is concerned primarily with several composers• 
literary and musical interpretations of the Faust saga; there 
4· 
will be a comparative summation of the nine compositions in 
the concluding chapter . The music excerpts in Appendix A 
will serve to illustrate more graphically the textual portions 
describing each composition• A few biographical paragraphs 
preceding each musical analysis will give the reader an insight 
into the style of the composer, his basic reasons for compos-
ing the work, and any other pertinent data which will more 
fully illustrate his music. 
Appendix B will include a supplementary• but not complete , 
list of compositions based upon the works by Goethe and 
Marlowe, excluding songs and music written for the radio. 
CHAPTER II 
THE LITERARY BACKGROUND OF FAUST 
I • THE FAUST LEGEND AND THE PUPPET PLAY 
At the beginning of the Sixteenth Century~ during the 
lives of Luther~ Charles V, Henry VII I , and Raphael, writers 
· began to mention the name of J ohann Faust; he was said to have 
lived approximately from 1490 to 1540. The first published 
narrative about his life and deeds appeared in 1587, written 
by a Protestant monk in the early days of the Reformation, and 
lat er edited by John Spies. This edition, published in Frankfurt 
in 1604, became the first popular version of the tale, stress-
ing throughout the moral that was predominant in all early 
literature - that inevitable doom would follow willful revolt 
of the intellect against divine authority. Although the tale 
encompassed the basic facts about Johann Faust, the Protestant 
der ived his story from the medieval tales of magic which had 
been held in popular belief during the Middle Ages.l 
Philipp Melanchthon, a philosopher and friend of Luther , 
stated that he had once met Faust , who was always seen with 
a dog - in reality the devil. Manlius, a pupil or Melanchthon 
lHenry Morley (ed.), The Famous History of Dr. Faustus 
{London: George Routledge an~ Sons~ 188~), Preface. 
6. 
•rote that Faust "studied magic at .Cracow and worked many vain 
wonders throughout Germany."2 
The wandering charlatan was supposedly born in Rod.a, near 
Weimar (various versions give slightly different facts about 
his life), and for several years studied theology in Wurtemberg. 
After obtaining a Doctor of Divinity degree, he became interested 
in astrology and mathematics, and practiced the deviliSh art 
of magic. In the English version of the legend, The Famous 
History of Doctor Faustus,3 Faust first conjured up the devil 
in the shape of a Franciscan monk and made the following agree-
ment with him: for twenty-four years, the devil would serve 
Faust, would bring him anything he desired and answer all ques-
tions truthfully. In return, the devil would own Faust, body 
and soul, and after signing the contract, Faust would become 
an enemy of the Christian people, deny the Christian belief, 
and no man could change his opinion. 
Faust spent his life deceiving everyone, practicing necro-
mancy in the courts of great princes throughout the world, and 
once visited with Satan the realms of Heaven and Hell. Ac-
cording to the legend, Faust and Helen of Troy had a son, 
2Frank Merkling, "The Fall of Mephistopheles," Opera News, 
XV (December 18, 1950), 5. 
3Morley, .2:2• ~· . 
1· 
Justus Faust. During the last year of his contract, Faust 
became remorseful and tried to repent his sins. It was too 
late - for at midnight (while he was entertaining some friends) 
demons, led by Satan, came for him. 
The tale of "the widely-noised Conjuror and Master of the 
Black Art" fired the imagination of many writers throughout 
Europe.~ .It was rumored that Faust had lectured on Homer at 
Erfurt, a German university; another stor.r claimed that he was 
a wicked, secular counterpart to Luther. However true his 
deeds, Faust became the subject for many plays and prose tales, 
the most famous of which are those by Marlowe and Goethe. 
Several other plays worth mentioning are Harlequin Faustus, 
The Necromancer, written by the Englishman, John Ernest Gaillard, 
in 1723; La Faustina, by Gero Cordella, an Italian stage work 
of 1770; and Lessing's Ger.man version which appeared about 1700.5 
-
Lessing (1729-1781), continually searching for wisdom, 
introduced a change into the legend, proclaiming the Age of 
Reason.6 Faust now became a man faced with problems of life 
rather than being pursued by the demons; religion did not play 
suCh an important role in the tale. In the optimistic Eighteenth 
~Neville Ann Lonts, "Faust Before Goethe," Opera News, XX 
(January 30, 1956), 4• 
5Edward Dickinson, "Faust Music for the Stage 1 11 Opera News, 
XVIII (November 30, 1953), 3• 
6Merkling1 loc. cit. 
--
B. 
Century, Faust was saved rather than damned, assuming that he 
had learned by experience and had opened his eyes. Heinrich 
Heine, in the Nineteenth Century, believed that the legend's 
"mysterious charm" made it a tale of "modern strife between 
. - ... 
religion and science, betwee.n authority and reason, between 
:faith and thought. tt7 
After the legend of Johann Faust had become establiShed 
literature, numerous puppet plays sprang up throughout Europe. 
Most of the plays are of unknown authorship ani have come down · 
through the years in the published form of Medieval Legends. 
The play, The Life and Death of Dr. Johannes Faustus, was 
commonly considered as a "strict unity of design, stern neces-
.. 
sity with relentless irony of Fate and unflagging action on 
the part of the characters.n8 The pact with the devil was 
approximately the same as the legend, with the addition that 
Faust must foreswear marriage, and never wash, shave, comb his 
hair, or out his nails. The scenes alternated between Mainz 
and Parma, where Faust entertained the Duke and Duchess of 
Parma with his magic, and conjured up the spirits of King 
Solomon, Srunson, and Delilah, David and Goliath, Helen of Troy, 
to mention a few. As in the legend, Faust, although trying 
7Jane w. Stedman, "Faust in the Nineteenth Cantu~," 
Opera News, XX (January 30, 1956), 8. -
8The Life and Death o~ Dr. Johannes Faustust Medieval 
Legen~s, No. 1 (LOndon: Baiian£1ne Preas, 1893J, Preface. 
9· 
to repent, goes to Hell arter twenty-rour years. It is upon 
an adaptation of this play that Spohr's opera, Faust, is based. 
The puppet play introduced several new characters: wagner, 
a friend of Faustts; Casperle, Faust•s servant. who interrupted 
the play continuously with humorous remarks; Gretl, Casperlet s 
wife; evil spirits; and Faust•s guardian angel. In the preface 
of the play, the editor states, 
though last in order of time, (this play) takes 
the first place in the collection of medieval 
legends on account of the supreme interest at-
tached to it as source and inspiration of Goethe's 
tragedy. (However) this Faustus is not tragedy, . 
•••• but a puppet play pure and simple.9 
II. MARLC1NE' S FAUST 
In 1589, while the tenets of the R•formation were still 
predominant, Christopher Marlowe wrote his play, The Tragical 
History of Doctor Faustus. The play, the main source of whiCh 
was John Spies' Faustbueh, was first perrormed in 1594• In 
the original published version, there were no act or scene 
divisions (the same was true of Goethe's poem), for both were 
loosely connected series of incidents and episodes. Marlowe 
stresses that Faust's search for wisdom is sinful, and he 
depicts the fall of a titanic soul, with no mention of romance 
or Faust's youth. 
10. 
Briefly~ Faust, a physician and Doctor of Theology, is 
encouraged by two German friends, Valdes and Cornelius to 
learn and practice magic. Faust agrees to try since "a sound 
-
magician is a demi-god; here, Faustus, try thy brains to gain 
a diety.nlO Faust conjures up Mephistophilis who is a "servant 
to great Lucifer" and one of the angels who was condemned with 
Lucifer and thrown out of Heaven. Faust instructs Mephisto-
philis to make the following bargain: 
Go bear these tidings to great Lucifer: 
Seeing Faustus hath incurr'd eternal d~ath 
By desperate thoughts against Jove's deity, 
Say, he surrenders up to him his soul, 
So he will spare him four-and-twenty years, 
Letting him live in all voluptuousness!• 
Having thee ever to attend on me, •••• l 
Faust is not completely satisfied with Mephistophilis' 
deeds and feels that he should repent before it is too late. 
While praying~ the Devil appears and threatens him if he should 
continue. In order to induce Faust away from prayer, Mephiste• 
philis shows him the Seven Deadly Sins, and together they see 
all the wonders of the world. Faust becomes both learned and 
famous, meeting with all important personages, both pas t and 
Havelock Ellis, editor. 
M.D. 1, 1956), P• 137• 
11. 
living. As in the earlie~ ve~sions of the Faust saga, Marlowe's 
D~. Faustus goes to Hell afte~ his pact is void. 
III. GOETHE'S FAUST 
Johann Wolfgang von Goethe, (1749-1832) 1 spent an entire 
lifetime writing his great d~wna. The internationally popular 
wo~k has enjoyed translations into many languages; or particular 
importance is Gerard de Nerval•s French translation, published 
in 1827 1 and Bayard Taylor's English version, Which appeared 
in 1870. According to H. B. Cotterill,12 the poem was begun 
when Goethe was about 25, and was completed a few months before 
his death at 82. Part One of the poem, which is the most well• 
known of the two sections was completed in 1808, illustrating 
the yearning~ aspi~ing human spirit in his struggle with doubt 
and skepticism. G~etchen {Margue~ite in the F~ench versions) 
symbolizes the peace of soul for which Faust longs. 
This poem perhaps parallels Goethe's own life: Part One 
is his early days; Part Two is the author at the ducal Court 
of Weimar. The Faust portrayed with Helen in Part Two is 
Goethe in Bologna, Italy; in the last act, Goethe is recon-
ciled to life, finding at last some peace at home. However, 
Goethe did not claim his Faust to be unive~sal gospel; the 
1~. B. Cotterill, The Faust-Legend and Goethe's •Faust• 
(London: George G. Harrap and co., 1912). 
12. 
poem is merely a mirror reflecting certain views of truths 
in which Goethe believed. Always interested in life, action, 
and "being," his philosophy is one of action, impulse, and 
inspiration, rather than analysis or logic. Goethe's characters 
reflect realistically a lifetime of observation of human 
nature in all its many aspects. 
Besides introducing new characters into the Faust saga, 
Goethe included an act describing Walpurgis Nacht, a scene 
which is vividly portrayed by Berlioz, Boito, and Gounod in 
their compositions. This night of revelry by the witches and 
Satan is derived :from the legend of St. Walpurgis, who ran a 
cloister founded in 763 A.D. in Germany. A ninth century bio-
graphy by Monk Wolfhart states she had amazingly curing fluid 
in her bones. After she was canonized on May first (sometime 
in the Ninth Century), harvest days were dedicated to her; 
nine nights preceding May first are the .Walpurgis Nights, the 
most important one being the eve~; ot May Day. Many supersti-
tions grew up aroWld st. Walpurgis, and it was these tales 
which inspired Goethe's Walpurgis Nacht.13 
Goethe had a strong desire to have his poems set to music; 
he himself envisioned a Faust opera and thought Mozart would 
13Ruth Berges, "The Devil's Domain," Opera News, XIX 
(February ~~ 1955), 4• 
' do the best job (a la Don Giovanni). With his eye on music 
possibilities, he developed new characters which could easily 
be included in an opera. Thus Goethe created Gretchen, inno-
cent in her devotion to Faust, Siebel, the long portion con-
cerning Helen of Troy in Part Two, and Mephistopheles as the 
traditional Devil. Goethe dresses him in a long cape, with 
the pointed sword of a nobleman, and a red cock•s feather; 
he limps, as Siebel notices, from his long fall from Heaven. 
Part One of the poem, upon Which most music compositions 
are based, is divided into twenty~five scenes, preceded by a 
Prologue in Heaven (which Boito dramatizes) and a Prologue 
in the Theater. After a flippant and irreverent conversation 
with God about Faust, Mephistopheles goes to earth to entice 
Faust. The scholar has taken up magic to learn more - to 
become one with nature. In order to solve the riddle of life• 
he attempts suicide, but is stopped by Easter music which 
· causes him to reflect on his past life.~ 
14The following translations were consulted: 
Johann Wolfgang von Goethe, Faust, trans. Louis MacNeice {New York: Oxford University Press, 1952). 
·, trans • Alice Raphael (New "'!"""o ... r ... k~:-... J'""'o ... n'""'a"~"t'~"'fi'""'an~.,..cr-::!a~p'""'e~an~- "':!la~Hr:ar~r~1--s~o~n Smith, Inc. , 19 30) • 
· , trans. Bayard Taylor, 
Part •f""""""("=B-o'""'s"l"'t~on~: --""~H,..o""'"u"!"g~h~t~o~n~-.,MT.I_1~1'~er!r'!1n1~n~a~o~m~pany, 1870) • 
J.4. 
Faust feels that knowledge of life must start with love; 
he is contemptuous of book-learning and despairingly turns 
to the Bible for help. The Devil, first as a poodle and then 
a "traveling salesman,'' intervenes and draws up a pact with 
.. 
Faust. For the priee ·of his soul, Faust will learn, love, and 
enjoy all the pleasures of life; the pact is for no definite 
time, but will end When Faust can honestly say he is happy. 
Part One included scenes in Auerbach's Cellar full of riotous 
students, the Witches• Kitchen where Faust becomes young again 
- to look his part, the scenes with Gretchen (in the garden 
and cathedral), Walpurgis Nacht, and Gretchen's death in 
prison and ultimate salvation. 
Part Two occurs years later in Faust's life; after the 
grief of Gretchen's death is past, Faust now longs to see the 
world and meet new experiences. After being shown Helen of 
Troy by the Kaiser (also possessing magic powers), Faust and 
Mephistopheles search for her in Greece, where the former pays 
her homage. A scene of chivalrous love and romance follows; 
their son is the symbol of beauty and poetry. When he jumps 
off a cliff and dies, Helen is forced to accompany him to 
heaven. 
In Act IV, Faust, now an old man, is visited by Care (who 
strikes him blind), Want, Need and Guilt. But since, for 
several years, he had helped many people, he feels satisfied 
15. 
and blesses the moment. Mephistopheles, however, is unable 
to keep Heaven from taking Faust upward. 
The above is, of necessity, only a brief sketch of Goethe•s 
complex poem. The intricacies of plot, the humor and pathos, 
the carefully-drawn character studies, and a myriad of other 
details all help to portray vividly Goethe's Faustian man 1n 
a world filled with both symbolism and realism. 
A modern version of Faust is the life story of a great 
creative musician, Adrian LeverkUhn, as told by Thomas Mann 
in Doctor Faustus. A theological stude~t turned composer, 
Leverkuhn symbolically enters into a pact with the Devil; 
he sells his soul and body in return for twenty-four years 
of musical genius. His life during the pact touches on almost 
every important aspect of present-day experience, including 
artistic, religious, political and theological deeds. 
Thus the Faustian saga has expanded from legend, to 
puppet play, stage play, prose writing, poem, and ult~ately 
to music. The following nine sections, in Chapter 3, will 
illustrate how several musicians have conceived this vast and 
long-lived literary figure of Faust. 
16. 
CHAPTER III. 
NINE MUSIC SETTINGS OF FAUST 
I. SPOHR: FAUST 
In 1816, one of the first important music interpretations 
of Faust was presented to the public; its creator, Ludwig Spohr, 
was not only a competent composer, but also a violin virtuoso 
and conductor of note • He had become a menber of the "romantic" 
movement because, like other well-read and educated persons, 
he was deeply engrossed in literary romanticism in all its 
aspects. His music expresses this romantic element through 
a striving for diversified orchestral color and characteristic 
harmonic effects.1 
Born of musical parents (a flutist and pianist) in 
Brunswick, Germany, in 1784, Spohr revealed great musical 
talent at an early age; as a very young child, he showed apti-
tude in learning and singing operatic arias and mastered the 
violin after concentrated study with Dufour. By the age of 
fourteen, he participated in his first violin tour, concentrating 
his efforts in St. Petersburg, and secured an appointment with 
a band in Brunswick; in 1802~ he increased his prestige there 
by becoming the court musician. 
Although studying briefly with Franz Eck, through his 
positions in Brunswick as a youth, he acquired much musical 
training and experience; hoping to make a name for himself in 
1Paul H. Llng, Music in Western Civilization {New York: 
w. w. Norton and Company, Inc., 1941), P• 797. 
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Hamburg, he sought a position there, un~ortunately with no 
success. Continuing to concertize and compose, in 1805, he 
accepted the position of concert master in Gotha. During the 
next ~ew years, he toured extensively with Eck through Germany, 
Italy, and Switzerland, amazing everyone with his virtuoso 
violin technique. 
A~ter the success o~ his first published work, the Violin 
Concerto, Op. 1, Spohr began composing in earnest. Between 
1808 ~~d 1818, a per~ormance of his first oratorio was well-
received, his ~irst opera, Alruna, was written, he composed 
Faust within ~our months in 1813, the ~ollowing year produced 
his cantata, The Liberation o~ Germany, and in 1818, orrered 
his third opera, Zemire and Azor. 
All his compositions obtained immediate success; his 
~arne as a violinist and composer grew with astounding rapidity. 
Musicians throughout Europe revered Spohr, some sought to copy 
his style; as he began teaching, many of his students joined 
him on tours. By 1809, the first music ~estival in Germany 
was inaugurated under his direction, and the Mannheim Music 
Festival, in 1818, soon became renowned throughout Europe. 
In 1813, when Faust was written, Spohr moved to Vienna, 
and was appointed orchestral director at the Theater an der 
Wien. From there, he moved back to Germany, becoming director 
of the orchestra at Frankfurt, and then on to Naples; wherever 
he went, his fame preceded him and his devotees increased. 
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In the early 1820 1 s, Spohr began writing oratorios for 
England, and *pon several occasions conducted and concertized 
with the London Philharmonic Society. Although he continued 
touring through most of his life, Spohr eventually settled 
permanently in Germany, and in Cassel was appointed orchestral 
director of the court theater; in the same city, he instituted 
the Society of St. Cecilia and composed another well-known 
opera, Jessonda, and his Double Sympho~. 
He continued composing up until his death in Cassel, in 
1859, his works including two other operas, Pietro von Abano 
and The Crusaders, incidental music, works far voice and orches-
tra, several violin concertos, chamber music, compositions for 
violin and piano (or harp), songs, vocal duets, and works for 
the clarinet and piano, and piano and harp; nine symphonies 
conclude his prolific output.2 
Spohr will be remembered longest as a composer of violin 
works and oratorios;3 as a virtuoso violinist, he developed 
an extraordinary volume of tone, amazing smoothness and pure 
intonation. Having first acquired the traditions of the Mannheim 
School, he then developed his own theories, giving drive and 
2Louis Spohr, Louis SEohr's AutobiographY! trans. from 
German, 1864 (London: Reeves -and Turner, 187~). 
3nonald J. Grout, A Short History of 0Eera (New York: 
Columbia University Press, 1947), P• 363. · 
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direction to violin playing throughout Germany. In 1831, his 
The Violin School was published, and as a book for advanced 
students, has become a somewhat outdated, but standard treatise. 
Aside from instructing poorer musicians (in order to 
benefit his art), Spohr became one of the earliest champions 
of Wagner in Germany 1 and gave many concerts in honor of 
various composers; of particular note was a performance in 
honor of Mozart in Cassel, and several concerts commemorating 
the death of Mandelssohn. 
Although he lacked critical powers regarding his own 
works , his treatises on other composers are well-known today; 
his famous criticisms of Beethoven are among his most notew 
worthy writings. 
His music became particularly well-known during his life-
time because of its freedom from key relationships and chromatic 
progressions; expressing the fut ure tenets of the Romantic 
Period, his descriptive suspensions and upward-resolving appoggia-
turas often suggest the style of Wagner.4 
Notwithstanding the celebrity Spohr achieved during his 
life, he remained a modest and unassuming man. Devoted to 
his family and his art, he left an example o:f high morality, 
possessing qualities of amiability, gpod humor, respectfu1ness, 
good nature, childlike simplicity, and earnestness. 
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When Joseph K. Bernh~rd offered Spohr his libretto based 
on the medieval puppet play of Faust, with overtones of Marlowe t s 
play, the composer enthus _i~stically accep~ed it and innnediately 
began working on the score. By September, 1813, the opera was 
completed, and Meyerbeer, who first saw the manuscript~ was 
much impressed. Spohr conducted the first performance in 
Frankfurt, five years later. In the succeeding years, the opera 
was revised twice; Spohr first undertook a revision at the re-
quest of Liszt, who wan~ed to perform the opera in Weimar. 
For a London production, the opera was again:- revised in 1852, 
at the Queen's request; in the new revision, the dialogue 
scenes were altered and Walpurgis Nacht included in Act III. 
Bernhard did not adhere strictly to the puppet play; 
merely considered an adaptation, the libretto appears to be 
a medieval version of a kidnapped girl saved by the hero (Faust), 
he, in turn, becoming the evil instrument of the Devil. Each 
scene, therefore, becomes a description of the Devil's evil 
intentions, causing harm to each character through his (or her) 
association with Faust. 
Spohr did not, in turn, follow the libretto verbatim; 
the score is divided into two acts; the first part consisting 
of an overture and eight numbers~ and the second act including 
eight additional numbers. He has omitted several scenes in 
the three-act libretto, which consists of forty-one scenes 
of varying length. 
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Using excerpts from an Italian-German edition, the 
principal characters are Faust; Wolaldo (Wohlhaldt), Faust•s 
. 
friend; aosina (Roschen), Faustts first love; Francesco 
(Franz), jealous of Faust's attentions toward Rosina; Wagner, 
Moor, and Kaylinger - three friends; Gulfo (Gulf), a robber; 
Cunegonda (Kunigunde), a prisoner of Golfo; Hugo, a Duke and 
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Cunegondats fiance; and Mephistopheles. 
At the beginning of Act I, according to the libretto, 
Mephistopheles is already in Faust's service. The first ~ew 
conversations with the Devil give an accurate picture of 
Faust's feelings and intentions (pages 5-7): 
Faust: The day in idleness, the night in pleasure • 
thus, to consume this life, I can endure it no more. 
Farewell banquets and dances 1 I must find better 
occupations. 
Fsrewell, ye sensual pleasures, that oppress my 
soul and desolate my heart, and make it void of 
all gentle feelings. Is this what I was wishing? 
Devil: You, base worm, just out of the clay, you 
already dare to raise your flight to heaven and 
drink with the Gods? •••• sp~ak on - what are yolll' 
projects? My power .is in your hand •••• I am your 
servant • . 
Faust: But first to Rosina, and then to vengeance. 
Inveterate hatred I have against this Gulf. He 
must deliver the fair Cunegonda into her faithful 
Hugo• s arms. 
The Devil replies that the "deed is noble but still better 
her gratitude will be •••• your time am labour then you will 
throw away." Ever insisting, Faust cries, ''Where distress and 
misery dwell there you must lead me. I will assuage the 
sorrow - punish the guilt. Thus Hell I'll serve." 
The overture (171 measures), divided into three sections, 
does not relate musically to the opera proper. Although tn 
a C major tonality, the work begins on D#, not reaching a tonic 
for three measures. The allegro vivace is characterized by 
scales and large skips, many trills, dotted rhythms, very little 
melodic line, abundant accidentals, and sequential passages; 
it is probably a rondo variation. 
Part Two is andante maestoso, this time starting on a 
I 6/4 chord, and contains imitations between the various 
instruments, very little unison, and is quite contrapuntal 
with an emphasis on solos, particularly· in the strings. 
Part Three is a variation of the first section, modulatory 
in aspect and with an emphatic dominant pedal point running 
through much of the work. The overture, and opera, is scored 
for the average orchestra, including the trumpet and triangle. 
The introduction (60 measures) to the first duet (No. 1) 
is akin to the minuet, in 3/4 time, and is divided into four 
distinct sections, each with its own melody. As in most of 
Spohr's works, the melodic line is simple; the variety appears, 
rather, in his orchestral color, rhythmic devices and contra-
puntal interludes. 
In the duet, Faust and Mephistopheles converse about the 
former's future plans; as they sing "the Day in idleness, 
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night in pleasure," Faust reminds the Devil that he first 
wants to comfort Rosina, who has lost her mother, and then 
free Cunegonda. Scene 2 of the libretto, Faust's solo, des-
cribing his hopes for happiness, is omitted. 
While the youths plan their attack on Gulfo's castle, 
Walaldo cheers them with his aria (No. 2), "Wine cheers the 
Spirits;" a light, gay song wi t h simple accompaniment puts 
the crowd in a capricious mood for the escapade. 
Meanwhile, in scene 4, Faust meets with Rosina, and in 
their lovely but dramatic duet (No. 3), Faust asks, "ab., 
ceasel Wilt thou be sad for ever?" The duet is lilting, wi.th 
a simple, almost repetitive accompaniment. 
As Mephistopheles tries to stop Faust !'rom being heroic 
(scenes 5 and 6), Faust and his friends gayly prepare for 
the attack, Francesco and Faust singing the lively duet, 
"Quick we must save her" ;, (No. 4 - scenes 7 and 8). Accom-
panied by continuous eighth notes, with dissonances and chromati-
cisms, the duet is punctuated by large skips and rapid modula-
tions. In scene 9, at the castle, while Gulfo tries to win 
the affection of Cunegonda, sadly, yet determine.dly, the 
· prisoner opposes his advances, singing the beautiful and 
poignant aria, "The shining stars recede," as she ever· yearns 
for her freedom. 
Rosina, meanwhile, infatuated with Faust, rushes off to 
follow him to the castle, followed by the bewildered Francesco 
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who also loves here a Although he cannot understand her cool-
ness, he admits, "I follow you willingly but ••• wh!ther are you 
going?" (No. 5) In the trio, instigated by Mephistopheles, 
Rosina becomes increasingly agitated, as does the music, because 
nothing must hinder her from following Faust. 
When Cunegonda is released, the elated Hugo defies the 
robber; as they fight, Faust burns the castle and damns Gul.fo 
to hell in flames. The Devil is at last happy as Faust re-
sorts to evil deeds and in a moment of passion, now intends 
to capture Cunegonda .for his own. 
The first three scenes of Act II take place in Blocksberg, 
where, in the witches• kitchen, Sycorax gives Faust a potion 
which will instill in him even baser evils. The introduction 
(No. 6) creates a dark, somber mood leading to the scene where 
the witches monotone their chorus, "Burn, lanterns, burn." 
In a contrastingly subdued and religious mood, Spohr then 
illustrates the wedding o.f Hugo and Cunegonda (scene 4>• 
Before the ceremony, the organ solo {No. 7) fills the church 
in a ten-measure introduction. At first the solo is quite 
contrapuntal with grace notes and cross-relationships mingling 
with the otherwise simple harmony. Toward the end o.f the passage, 
the keyboard solo becomes even more diatonic, accompanied by 
marcato pedal notes. As the choir sings, "Pour heaven, all 
thy blessings on this lovely pair" (No. 8), the wedding 
procession enters the church. 
26. 
As Faust tries to interrupt the wedding and escape with 
Cunegonda (scene 5), Ros~na is appalled .at his action, crying 
"I want the reviving air ••• o cruel lovel" (No. 9) In cava-
tina s~yle, _ sudden dynamics dramatize a simple, yet deeply 
moving,aria. Faust cannot any longer hold back his desire 
for Cunegonda, a~ he s~ngs the aria, "What agitates me •••• I 
must possess her." (No. 10 - scene 9) His longings are des-
cribed by continuous marcato eighth notes, interspersed with 
some rapid sixteenth notes. 
The evil Devil warns Hugo to beware of Faust; as the 
bridegroom catches him carrying off Cunegonda, he tries to 
stab Faust; however, the latter's faithful friends intercede, 
wounding Hugo in the melee. In the libretto, the second act 
ends at this point. 
In Mephistopheles' soliloquy (No. 11), accompanied later 
by a ·witches' chorus (Hexen), he has become disgusted with 
his role as a human, yet still want s Faust's soul. As he sings 
the mocking, foreboding aria, "to me how loathsome is this 
human frame," he ponders on further means to crush Faust. The 
latter, moreover, is upset by the past events, and is almost 
convinced by Wagner to go b~ck to Rosina. Cunegonda, terrified 
lest Hugo should die, is repentent of her sins with Faust, and 
blames Rosina for Faust's action, wondering "what dream came 
on my soul, that I was leaving you (Hugo)?" 
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As Hugo dies, and Rosina, in agony, commits suicide, 
Mephistopheles clearly announces that Faust is to blame. 
Angrily, Cunegonda tries to stab Faust, while the entire crowd 
declares revenge on the traitor; at last, even his rriends 
see that he was in league with the devil. However, Mephisto• 
pheles, not wanting to see Faust killed by the mob, drags h~ 
orf to hell, as the Evil Spirits sing their triumphant Chorus, 
"Hell, now, rejoice, he comes to thee." (No. 12) 
. . 
Spohr's Faust is a curious blend or legend and riotion: 
Roschen is a counterpart or Gretchen in a 1728 version or the 
legend; in his pact, Faust, according to many stories, must 
deny God, never go into church (he waited to accost Cunegonda 
outside), and never marry (Mephistopheles prevented him in 
this opera). 
Goethe's poem is seen as the episode of Helen of Troy 
becomes Faust's seduction of Lady Cunegonda. The poet's 
Auerbach's Cellar is p.ortrayed by No. 2, when Faust's friends 
are introduced. The weird atmosphere in the Witches• Scenes 
and the final scenes in Hell suggest the brooding, gloomy 
traits in Marlowe's play. 
Yet Faust is not a psychological or introspective play; 
the characters are commonplace and the episodes are not only 
heroic, but plausible. ··· Mephistopheles is not a leading character, 
but the evil behind Faust, as he nags, brags, and annoys Faust 
into doing evil. 
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Free from the usual grandeur and pomp of the time, the 
music, although extremely descriptive, has a simple purity, 
a tenderness of melody, and a richness of harmony. 
Although very little of Spohr's music is known today, 
except for perhaps his violin works, his opera, Faust, achieved 
immediate popularity, and the revered composer, for many years, 
was held in the highest esteem by musicians throughout Europe. 
His influence was great throughout his lifetime, and many com• 
posers and artists sought to ·benefit and learn from his works. 
f' 
II. WAGNER: EINE FAUST•OUVERTURE 
There have been numerous biographies written about the 
German opera composer, Richard Wagner, and the details con-
cerning his life and compositions are known to many people -
musicians and laymen alike. It has been said often that Wagner 
and his music were, and still are, either admired or disliked; 
because of his controversial style of writing, dynamic person-
ality, and musical innovations (radical during his lifet~e), 
it has always been difficult for biographers, critics, and 
the general public to remain ~passive or unbiased when dis-
cussing the man or his work. 
Wagner, born in Leipzig, on May 22, 1813, had only the 
most casual of music instruction, the majority of his formal 
studies lasting for approximately six months in 1831. A self-
taught musician, he soon became interested in the stage because 
of his family's extensive theatrical connections; in 18331 
his first attempts at conducting and training small operatic 
,. 
companies took place in Wurzburg. In the following few years, 
in various towns, Wagner thus learned theatrical and music 
tecnniques at first hand and launched upon a career of com-
posing operas. 
In 1843, Wagner became one of the conductors of the 
Dresden Opera; the operas, The Flying Dutchman and Tannhauser 
were produced in that house in 1843 and 1845, respectively. 
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By 1848, he had completed Lohengrin, but this opera was not 
produced until 1850, when Liszt presented it in We~ar. 
Upon becoming involved in political agitations in 1848 
and 1849, Wagner was fo~ced to flee the country in the latter 
year, after a warrant fpr his arrest had been issued. He re• 
mained in exile in Switzerland until 1860, when he obtained 
permission to return to any part of ~ermany except Saxony; 
this restriction was removed in 1862. During his exile, he 
had spent most of his time thinking out new theories of music 
drama which were to become so controversial and composing 
several new operas. 
At a time when Wagner was almost completely financially 
ruined, in 1864 the King of Bavaria, Ludwig II, took notice 
of the composer's plight and invited him to Munich. There, 
between 1865 and 1870, several of his operas were produced, 
among them Tristan und Isolde and Die Meistersingers. 
Serenity, however, did not last long in Munich; various 
political parties and several people tried to benefit them-
selves thro~h Wagner, since his influence with the King was 
overwhelming. His unpopularity grew steadily as he refused 
to become involved with the politicians and ~he many groups 
of intrigue which existed throughout Bavaria• It was not long 
before he was virtually driven out of the city; he was further 
disliked because of his notorious association with Liszt•s 
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daughter {Cosima von Bulow). Jealousy arose through all the 
professional circles as he soon became an unwanted expense 
to the State, owing to the King's infatuation for him. Although 
nothing came of his suggestions, he did submit architectural 
plans for a model Music School and a Wagner theater to be 
built in Munich. 
By 1865, bad feelings against Wagner were so strong that 
the King was forced to request his withdrawal fram the city. 
Royal favor, however, was not abolished and _ a large annuity 
was awarded him. His last years were spent, for the most 
part, in Switzerland; during his second exile, he married 
Liszt•s daughter, and founded his o~ theater in Bayreuth, 
which opened in 1876 with the first complete performance of 
the ~' under the direction of H~s Richter. The composer 
died in Venice on February 131 1883.1 
Wagner was a man of contradictory characteristics; always 
to the fore was his implicit belief in Wagner, that he had 
come into the world to do a great and indispensable work.2 
Ernest Newman, one biographer, claims that the co~poser pos-
sessed an ever~~resent burning sense of the inherent greatness 
of his mission in life. His voluminous letters and prose 
~rnest Newman (ed.), Stories of The Great OHeras (Garden 
City: . Garden City Publishing Company, Inc., 193~), fii, 
1$8819:5· 
2Ernest Newman, Wagner as Man and Artist (New York: 
E. P. Dutton and Company), P• 2. 
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works were to be considered the outcome of the one great need 
of his life - to make the world see everything as he alone 
saw it. 
The most interesting person in the world to Wagner was 
himself and "he took good care that the world should not suffer 
from any lack of knowledge of a phenomenon which he (rightly) 
held to be unique.n3 Tempering these rather egotistical views 
was an honest steadfastness of character which existed in 
Wagner throughout his life. 
Mr. Newman further describes the composer as exacting 
with friends, possessing a hatred of critics, a love of luxury 
and a passion for dominance and self-justification; also evi-
dent was an excessive sensibility of character, a char.m of 
personality, marked irritability, a youthful wildness, a 
vitality of temperament, an unconscious actor, and above all, 
purity as an artist. All these qualities, and many others, 
existed in the complex and controversial artist - Richard 
Wagner. 
In addition to the operas already mentioned, Wagner left 
to posterity The Fairies, The Ban upon Love (based upon 
Shakespeare's Measure for Measure), and Rienzi; these were 
among his first stage works. His last opera, Parsifal, which 
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was written between 1877 and 1879 1 was ~irst per~ormed in 
Bayreuth in 1882, a year be~ore his death. His compositions, 
other than opera, consisted of piano works, seven overtures 
(o~ which the Faust Overture is one), the Sieg~ried Idyll, 
a Symphony in c, several choral works, songs and arias. 
Wagner's prose works were as equally proli~ic; to mention 
a ~ew, are his books on the application o~ music to drama, 
art and revolution, an autobiography, works on Beethoven, 
Bellini, Liszt•s Symphonic Poems, German opera, man· .and ex-
isting society, the dramatic song, the overture, opera and 
drama. 
******* 
Wagner had always wanted to write a Faust Symphony; his 
overture was intended to be the ~irst movement o~ such a work, 
but unfortunately his plans were not carried out. "Already 
I had theme and mood ~or it; then, I gave the whole up, and 
- true to my nature - set to work on the Flying Dutchman," 
~or he wanted to get back to the clearness o~ drama.4 
The ~irst version of the overture was completed in January, 
1840, a~ter hearing Beethoven's Ninth Symphony in Paris in 
1839• This composition had made a tremendous impression upon 
him and had influenced his writing of the overture. 
4p.aul ,H~ Laos, Music in Western Civilization (New York: 
w. w. No~ton and Company, Inc., 1941), P• 871. 
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Wagner, himself, did not, however, consider the overture 
one of his outstanding works, referring to it as "hasty sketches 
and as hasty compostion." Liszt commented upon, criticized, 
and generally liked this early composition; upon his recommenda-
tion, Wagner revised the overture within three months, and 
presented the second version in 1855, after Liszt•s Faust 
Symphonz had been completed. 
After its initial performance in 1844, the overture sank 
into oblivion as Wagner temporarily forgot it; it might have 
remained unnoticed much longer if Liszt had not uncovered 
and performed the overture again in May, 1852. 
Having been absorbed, for several years, in the subject 
of Faust, in 1832, Wagner wrote seven compositions to Goethe's 
Faust, receiving his inspiration from Berlioz Who had written 
eight scenes from Faust three years previously - the germ of his 
Damnation. These seven songs include: ·nThe Soldiers• Songi" 
"The Peasants under the LindenJ" "the · Song of the Rat;" "the 
Song of the FleaJ" Mephistopheles• song, "Was machst du ~r 
vor Liebchens TurJ" Gretchen's song, "Meine Ruh' 1st hin;" 
-
and a "melodrama" to accompany the recitation of her prayer 
to the Virgin. Ernest Newman states that almost all of these 
songs have individuality, the least notable being Mephistopheles• 
song, "Was machst du mir. n5 The soldiers~ song is bree.zy; 
~rnest Newman, Wagner as Man and Artist, pp. 240-1. 
the peasants• song is fresh and ga:):; and the songs of the 
rat and flea are fairly humorous. 
Of the overture, Wagner said that he "owed its reconstruc-
tion to the advice of Liszt; Gretchen - to be second half~ 
not done."6 Continuing, he remarked that the "zephry-like 
ending, (is) only appreciated by an audience already familiar 
with my methods.n7 
He probably chose the melodrama form, as in the overture, 
rather than the purely lyrical setting of the words, because 
he felt that the former gave the dramatist in him more scope. 
Although the overture is not performed often today, it 
has achieved relatively good success and received many glowing 
comments. Again referring to Ernest Newman, he quotes Von 
BUlow as saying, "It is not possible to compose with more 
perfect organic unity of form than Wagner has done in the 
Faust Overture."8 
The overture is the Faust in the opening of Goethe's 
poem; no attempt has been made to portray Gretchen or 
Mephistopheles. In the Boston Symphony Orchestra program 
notes (October 23, 1936, P• 116), the overture is described 
· %1ohard Wagner, M~ Life (New York: Dodd, Mead and 
Company, 1911), I, p.i$. 
7Ibid., P• 235. 
-
8Ernest Newman, A Study of Wagner (New York: G. P. 
Putnam's Sons, 1899), P• 9. 
as a "solitary Faust," who is 
longing, despairing, cursing; a woman hovers 
before him (Faust) only as an indefinite, shape-
less object of his yearning, intangible and 
unattainable. Hence his despair, his curse on 
all the torturing semblance of the beautiful, and 
his headlong plunge into the art of sorcery. 
The spiritual disturbances, dissatisfactions and dissolu-
tion of Faust would, of course, have strong appeal for Wagner, 
whose music was capable of expressing musically every degree 
of emotional upheaval. The Overture is a pure symphonic poem; 
the opening tuba theme is of a type that a composer would 
hesitate to use for the opening "subject" of a symphony; it 
receives both its explanation and its justification solely 
from its portrayal of the world-weary Faust (No. 1). The 
introduction recalls the despair and impatience, the desperate 
dissatisfaction of Faust as he meditates upon his lost youth 
and declining powers. Deep brasses and woodwinds, together 
with timpani, create a gloomy atmosphere. Later, aa the 
strings rise in a quick and restless melodic line, the music 
seems to suggest a recollection of youthful love. 
The overture is traditional in form and rumple in develop-
ment; it is scored for two flutes, one piccolo, two oboes, 
two clarinets, three bassoons, four horns, two trumpets, three 
trombones and tuba, t 1mpani and strings. The principal theme 
(No. 1), as described previously, enters at the first measure 
on the bass tuba and contrabass; it is of short duration and 
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of a rather introductory nature. In contrast to the first 
theme, No. 2 is somewhat more lyrical, first appearing in 
the violins; it is easily distinguished by a continuously 
rising chromatic melody accompanied by sustained notes, gener• 
ally in the strings. This theme occurs several times through-
out the overture, on page 9 (measure 2) in augmentation with 
thin orchestration, and again on page 17 (measure 2) - once 
more in augmentation with an oboe solo. The overture closes 
with this same theme, entering ror the last time on page 59 
(measure 9), as a violin solo followed by full orchestra. 
The third theme of importance in the overture (No. 3), 
as often the case with Wagner's themes, again is chromatie 
in nature, punctuated by dotted quarter notes. The outline 
of the A major triad lends this section of the overture a 
firm feeling of tonality and solidarity. Both the second and 
third themes are presented in their first entrances by the 
violins. 
The fourth theme {No. 4> enters in the flute accompanied 
by full orchestra in octaves and loud dynamics. Again with 
dotted quarter notes, chromaticism and wide leaps, this theme 
reappears through the rest of the overture as a modulatory 
passage. 
All these themes, portraying the restless, gloomy, ~­
passioned Faust, have a certain likeness to one another, 
primarily because of the octave skips, dotted rhythms and 
continuous movement. Although dif:f'erent in mood.~ the first 
two themes (excluding orchestral treatment) end with the 
same notes and time values. Again a similarity is seen 1n 
the second measure of the fourth theme, although here the 
notes are transposed up a sixth and the time values are 
slightly varied :from the first two entries. 
Wagner has, thus, in this overture, represented Goethe's 
Faust by the use of three stmilar themes (Nos. 1, 2, and 4> 
and one contrasting theme (No. 3), each describing a different 
Faustian mood; his character in all its many variances in 
every case has depended upon Wagner's masterful treatment 
of color and orchestration. Without the benefit of a libretto 
or stage settings, Faust has been portrayed through the skill-
ful weaving and development of four orchestral themes. 
III. BERLIOZ: LA DAMNATION DE FAUST 
The impetuous, romantic composer and critic, Hector 
Berlioz, stood apart from the other musicians of the Nine-
teenth Century. With little respect for musical tradition, 
he wrote compositions which never fell neatly into an orthodox 
category.l He admitted frankly that he composed in order to 
amaze, startle, and stun the world, rather than to express an 
inner conception of beauty. 
This controversial Frenchman was born near Grenoble, in 
A / La Cote de St. Andre in 1803; until he was nineteen, he remained 
secluded there, acquiring what education he could from his 
father. By the time he had reached Paris, to study medicine 
at his father's request, Berlioz's knowledge of music was slim; 
he played only the flute, guitar, and the flageolet, and his 
acquaintance with harmony was indeed meager. The persistent 
youth, however, did not want to study medicine, and with 
characteristic rashness, decided to become a musician, fully 
intending to overcome all obstacles. 
The undaunted would-be composer avidly studied Gluck's 
music (his overwhelming passion), and with tense enthusiasm 
offered his first work, a cantata, The Arab and His Horse, to 
lEdward J. Dent, Opera (London: Penguin Book A 150, 1953), 
P• 99• 
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Lesueur at the Conservatoire. Although there were numerous 
errors in the harmony, his future dramatic power was also in 
evidence; upon the strength of this one quality, Berlioz 
entered the school. 
With impulsiveness and utter lack of tact and discretion, 
Berlioz disturbed everyone with his unquenchable thirst for 
musical knowledge. Unable to win any Conservatoire prizes, 
he soon became in debt and entirely cut off from his family's 
allowance. Still determined, Berlioz took in students and con-
tinued to compose with zeal; however, his works were too novel 
and outlandish to be considered worthy of a prize. It was not 
until 18301 after learning by disasterous experience, that 
Berlioz won a prize with his second cantata, Sardanapalus. 
Hoping not to disturb the equanimity of tbe judges, he presented 
his music in the drtest, most conservative style that he could 
produce; with money at last, he left for Rome.2 
BY- the time Berlioz had returned to Paris in 1832, he had 
conducted a concert of his own works, had become deeply influenced 
by Beethoven's music, and first read Gerard de Naval's transla~ 
tion of Goethe's Faust. Along with Shakespeare, Berlioz felt 
Goethe to be a "mute confidant of my memories, the exponent of 
my life."3 
2Daniel Gregory Mason, The Romantic Composers (New York: 
The Macmillan Company, 1906), PP• 263-S. 
~ric Blom (ed.), Grove's Dictionary of Music and Musicians 
~ifth edition; 9 vols; London: Macmillan and Company, Ltd., 
19.54), Vol. Ie 
His life in Paris was that of intense creative activity, 
his efforts almost entire~y devoted . to the romantic ideals 
which he continually expressed in every composition and criti-
cal writing. As he continued to work, his technical skill 
improved and he began to develop a feeling for instrumental 
color. 
He soon became a master of orchestration, being both in-
genious and versatile; his works revealed a smooth melodic 
style and intense rhythmic vigor. The composer himself sug-
gested that the outstanding qualities of his music were 
passionate expressions, i~~er ardor, astounding rhythmic de-
vices and, above all, the unexpected. His ever-present desire 
for the bizarre and weird led him to experiment with all com-
binations of instruments. One peculiar effect was achieved by 
a duet between a piccolo and a bass trombone.4 
Disassociating himself from emotionalism in his music, 
Berlioz became a master of orchestral effects and a clever 
melodist. When his Damnation was written, his fantastic imagi-
nation and orchestral virtuosity were at their peak; these two 
qualities,rather than any specific dramatic worth, have made 
the opera, and his Symphonie Fantastigue, his most popular 
and well-known works. 
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In the middle thirties, after Harold in Italy was written, 
the composer turned his talents to conducting, helping Louise 
Bertin put on her opera, Faust. While continuing to compose, 
the Requiem appearing in 18371 Berlioz also became a critic, 
at the request of H. Ferrand. His first attempt at critical 
writing was an article on music for an encyclopedia. DurLng 
his life, he wrote many essays and critiques on Gluck, Spontini, 
Beethoven, a biography on Paganint,, and in 1860, several articles 
on Wagner. 
By the late forties, Berliozts music was enjoying a vogue, 
but not necessarily popularity, in nearly every large music 
center in Europe. Always dogmatic, he became a voluminous 
writer, an incredible story-teller, and a rather feared critic. 
With candid frankness, he dismissed Handel's music, knew little 
of Bach, had little sympathy for Schubert, not much use for 
Chopin and Schumann, and whole"heartedly disliked Italian music. 
Although he recognized Haydn and Mozart as masters of the sym~ 
phony, Gluck, coupled with Beethoven, was his absorbing passion.5 
With complete abandon, he criticized and praised loudly; 
often he was merciless to the mediocre and .the overbearing. 
Throughout his life, he neither· founded a sChool nor was a member 
of any, not even his own. By the mid•seventies, Berlioz's music 
5J. H. Elliot, Berlioz (in The Master Musicians Series, 
ed. Eric Blom. London: J. M. Dent and Sons, Ltd., 1938), 
PP• 173•5• 
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had obtained such renown, that throughout Europe, musicians 
and laymen alike divided into two camps ... some admiring Berlioz, 
and many more, Wagner. Constantly the two composers were pitted 
against one another; although most Berlioz admirers were also 
Wagnerites, the majority of Wagnerites were anti-Berlioz. Arter 
many years of verbal battles, the Wagner league grew to such 
immense proportions that Berlioz was unable to stand against 
him.6 
In his later years, Ber~ioz was honored and feted in many 
cities; however, despite his fame, the melancholy bitterness 
that had nlways existed deep within him, became more pronounced 
as he grew older. 7 Thoughts of death attracted; he enjoyed 
walking through the cemetery of Montmartre, almost as if he 
were seeking Death. He died in Paris in 1869, regmtting that 
he had never really found happiness or faith. 
The comments and feelings about Berlioz and his music were 
not all antagonistic, Wagner saying of him in 18501 
Berlioz,,~the veritable savior of our world of 
absolute musio •••• at the present moment, only we 
three (Wagner, Liszt and Berlioz) fellows really 
belong together, because only we three are equals.8 
Hans von B~low wrote that "His masterly eonduct1ng ••• was one of 
the decisive influences in my musical life;" Busoni referred to 
6Jacques Barzun, Berlioz and The Romantic Century (2 vola; 
Boston: Little, Brown and Company, 1956), Vol. II, P• 302. 
7Elliot, 2£• ~., P• 107• 
8Barzun, ~ ~., Vol. I, P• 470• 
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Berlioz as pointing "the way for wttold generations," and quoting 
Stephen Heller in 1844, "once dead he will live for a long time." 
The Damnation, originally composed as a dramatic cantata 
(or oratorio), consists of a number of unconnected episodes based 
on Goethe's poem. After reading the poem in 1828, Berlioz 
wrote several songs, entitled "Huit scenes de Faust," and had 
them published without hearing them. Destroying as many copies 
as he could, Berlioz did nothing more with Faust until the 
1840's• 
After composing his Symphonie Fantastique and three other 
major works, Berlioz, with the assistance of A. Gandonniere, 
prepared the text for the Damnation. After rewriting and in-
corporating some of his earlier songs, and lengthening the scenes 
by adding dialogue (his own text) and new numbers, Berlioz con-
ducted the first performance in 1846 in Paris, dedicating the 
work to Lis zt. That performance was a failure as. "political 
disturbances occupied the attention of the citizens."9 Since 
severe criticisms and barbed witticisms showered upon Berlioz 
r.rom all directions, only one other performance was given at 
that time. L~ter arranged in operatic form by Raoul Gunsbourg, 
the Damnation was again presented in Monte Carlo in Februa~, 
1893· 
9Elliot, 22• ~., PP• 83-4• 
Berlioz chose subjects from the poem that were capable 
of being translated into music; it is well-known that he com~ 
posed various sections and arias under the most extraordinary 
circ,~stances - whenever and wherever his ideas came to light: 
/ 
under lamp-posts, in bad, in a cafe, on a bus, or at a party. 
As he was composing on tour in Austria, Hungary and 
Bohemia, countless people suggested that "if you want to please 
the Hungarians, compose a piece on one of their national airs." 
The Rakoczy March was so successful that Berlioz i~~ediately 
decided to incorporate it into his opera. Speaking of the 
first performance of the March in Budapest, Berlioz wrote: 
It was almost frightening; it was sublime •••• 
The extraordinary effect it produced at Pesth 
made me resolve to introduce it into Faust, by 
taking the liberty of placing my hero in Hungary 
at the opening of the aot, and making him present 
at the march of a Hungarian army across the 
plain •••• I had not bound myself to follow Goethe's 
plot, and the most eccentric travels may be at-
tributed to such a personage as Faust, without 
transgressing the bounds of possibility. 
I did not search for ideas, I let them come, and 
they presented themselves in a most unforeseen 
m~~er. To have written it was nothing.lO 
Speaking of the fateful first performance, Berlioz added, 
I wanted to bring it out, and then began all my 
misfortunes and miseries. Nothing in all my 
artistic career ever wounded me so deeply as this 11 unexpected indifference •••• it was a cruel discovery. 
1°Hector Berlioz, Memoirs of Hector Berlioz, trans. Rachel 
{Scott Russell) Holmes and Eleanor Holmes (2 vols; London: 
Macmillan and Company, 1884), P• 253. 
11 54 ~., P• 2 • 
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Adopting the motto from his earlier songs, "I·' 11 sing you 
something new," Berlioz divided his opera into four parts, each 
with a dramatic purport and philosophy: In Part I, man vies 
with Nature, foreed to decide between a simple life or the 
path of glory and power. Faust rejects the latter, but, in 
Part 2, he is driven by doubts, and bewildered by dreams of 
love. Part 3 portrays Gretchen who represents the love that 
Faust once dreamed; he now becomes transfigured and destroys 
that love. In Part 4, Faust has reverted to self-torturing in 
the face of Nature, and is justly damned for his failure to 
rescue Gretchen; she, in turn, is redeemed.12 
In his characteristically dramatic way, Berlioz adheres 
quite faithfully to the form and spirit of the poem; justifying 
any changes he has made in details, he maintained that no 
dramatic work can be made into music drama without extensive 
alterations. 
Musically mature when the Damnation was written, Brander's 
"Song of the Rat," the parody "Amen" fugue :for the dead rat, 
" 
Mephistopheles' political satire on the flea, and the terse 
recitatives linking each aria - all illustrate the experienced 
and masterful music-dramatist. The chorus becomes an important 
vehicle as a panoramic background for the soloists; the action 
12Barzun, ge. ~., Vol. I, P• 494• 
takes place almost entirely before crowds, thus giving every 
type of choral effeet, i.e., the dancing peasants, marChing 
soldiers, carousing students, or the fiends of Hell proclaiming 
victory. 
Scored for a large symphonic orchestra, the principal 
characters are: Faust (tenor), Marguerite (soprano), Mephisto• 
pheles (bass or baritone), and Brander (bass) - a student. 
There is no introduction to the opera; scene 1, a plain 
in Hungary, immediately depicts the solitary Faust by a soft, 
grave melody on the viola (No. 1), a favorite instrument con-
veying brooding melancholy. Faust delights in the beauties of 
nature, but is at odds with the simple carefree life of the 
peasants, as he says, 
The passing winter has given way to spring; Nature 
is renewed; the vast canopy of heaven yields a 
fiery shower ••• I breathe in eager responsa ••• oh, 
how sweet to dwell in the depths of solitude, far 
from human strife and far from crowds. 
In the same mood as the introductory viola passage, Faust 
reveals his (and Berlioz's) love of nature, this love being 
the very heart of the Damnation. 
Faust, in scene 2, regrets that he cannot join in with the 
peasants' gaiety, as he cries, "They are the village .folk, at 
dawn, dancing and singing on the green. In my unhappiness I 
envy them." As he wonders at their joy, his melody from the 
previous scene intersperses with their dance (No. 2). As is 
true of many numbers in the opera, the gypsy rondo dance is 
often heard out of context. 
q.a. 
The celebrated Hungarian March is heard (scene 3) 1 as 
Faust observes the preparations for war; disturbed by the ac-
tivity, Faust, unmoved by thoughts of glory, sadly and bitterly 
remarks, "My heart alone is cold, all. unmoved eten by glory." 
-
The March (No. 3) is punctuated by grace notes and sharp accen~, 
lending a rather determined yet somber atmosphere to the scene. 
Part II takes place in Faust's study in North Germany; 
the lonely man is weary of life and plans to commit suicide, 
for "without regret I left the smiling meadows, where grief 
pursued still." As he is about to drink poison, an Easter 
Hymn (a six-part chorus), church-like, quiet, and dignified, 
·breaks in upon his thoughts. Upon hearing the hymn, Faust 
recalls 
o memories; my trembling soul ••• my faltering 
faith returns, reviving my days of piety ••• oh1 
caress of heavenly love filling my heart with 
gentle hopes and banishing my dark intent. 
As his aria (No. 4>, a fugal almost chant•li~e evocation, 
intermingles with the hymn, he thinks back over paBt happiness, 
undecided and not trusting his own feelings. The hymn is 
developed at length as the aria interrupts it, gathering momen-
tum as Faust becomes more distraut. Soon the wide ranges and 
chromaticisms cease; Faust, singing along with the hymn, cries, 
"memory holds me now back from the last fatal step." The mood · 
once again is pastoral and more cheerful. 
~9 . 
Later in the study (scene 5), Mephistopheles appears 
before Faust, saying, "I marvel at you, Doctor. The pious 
tones of silver bells have greatly charmed your troubled ears." 
In an almost completely recitative episode, they talk sarcasti~ 
ca.lly with one another until a pact is consummated. In answer 
to Faust's questions, the Devil mockingly replies: 
Truly, a frivolous question for a doctor. I am 
the spirit of life, I am the consoler. I can give 
you everything, happiness, pleasure, whatever you 
could dream of •••• certainly - I will enchant your 
eyes and ears. Instead of shutting yourself up, 
like a gloomy worm crawling through books, come, 
follow me •••• 
As Faust and the Devil fly off to the Auerbach's Cellar 
in Leipzig (scene 6), the latter leaves behind the impression 
that he represents more the sardonic, sarcastic spirit of . 
mischief, rather than the evil and cruel Satan of Goethe's 
poem. 
Upon entering the cellar, Faust and Mephistopheles hear 
the carousing drinking song of the students (No. 5). The new-
comers' loud and dramatic entrance interrupts the song, and 
although Faust is disgusted by the din and depravity of the 
scene, the Devil urges the group on with glee. Accompanied by 
full orchestration, Brander offers his three-verse, sacrilegious 
"Song of the Rat" (No. 6) 
Once a rat, in a kitchen, established like a real 
Brother, fared so well that his figure would have 
been the envy of Luther himself. But one fine day 
this poor devil, poisoned, dashed out, as sad and 
as miserable as if he had love in his body. 
As the basses echo the aria with "Requiescat in pace," 
Mephi stopheles introduces, mockingly, an ironical fugue on 
"Amen," (No. 7), using Brander's theme for the subject. 
Mephistopheles' aria, the "Song of the Flea," becomes 
even more rowdy, as he sings in a bitingly sarcastic voice: 
A very proper flea took his living with a prince; Ah, 
what a sad destiny, and when one bites us crush it 
quick. 
In the midst of the melee, as Mephistopheles reveals his 
magic, the two interlopers hurriedly leave as the group angrily 
cal ls after them. 
The next scene occurs on the banks of the Elbe, as the 
Devil calls upon his powers to soothe Faust in a pastoral set-
ting. A vision of Marguerite appears, as a chorus of Gnomes 
and Sylphs, accompanied by the Devil,lu~him to sleep. The 
Ballet of the Sylphs (No. 9) portrays an idyllic scene as Faust, 
upon seeing the girl, cries out in happiness, "It is love;,,~ 
here I feel care vanishing ••• what pure air I breathe ••• after 
this long martyrdom, what happiness." 
In the finale of Part II, a chorus of soldiers and students 
joins Faust and Mephistopheles as they search for Marguerite. A 
gay mood prevails, all the youths looking for fun and laughter, 
as they sing triumphantly: 
Now is the time for drinking and loving. Life is 
short and love is fleeting. Therefore let us 
rejoiee •••• we go through the town seeking girls. 
Tomorrow, as successful conquerors, we shall say: 
1ven1, vidi, vici.• 
In the beginning of Part III, as Faust enters Marguerite's 
room, the tattoo of drums and trumpets indicates the soldiers' 
withdrawal from the scene. Faust hides as the girl enters. 
of the verse content. 
Mephistopheles then summons up the will-o-the-wisps to 
put a charm over the girl and cause her to love Faust. The 
dance-like melody (No. 11), minuet in aspect, yet rather martial 
with rapid changes of mode, sudden fortissimos, and staccato 
notes, creates the desired effect. As Marguerite sees the 
vision of Faust, MepAistopheles breaks into a mocking serenade 
about man's deceipt of innocent girls (No. 12), saying sarcas-
tically, "At behest of pleasure, in the room of your man you 
may: enter as a maid, but as a maid never emerge." 
The waltz, almost a patter song, is accompanied by plucked 
strings, and punctuated by sudden dyngmics. Each verse ends 
with a loud "Ha" as the Devil maliciously serenades the girl. 
In close harmony, Faust and Marguerite join in a love duet, 
only to be interrupted by Mephistopheles warning Faust to flee, 
saying assuredly 7 "soon shall you meet again; consolation 
is near. 11 
Marguerite's romance (No. 13) in Part IV poignantly por-
trays her grief' as she cries, "The burning :flame of' love is 
consuming my life; my heart knows no rest, my peace is gone 
forever." In a highly chromatic aria, interspersed with over-
octave leaps, the girl bemoans her life, now that Faust is 
gone, and she has killed her mother. As she again hears the 
trumpets of the soldiers, she knows Faust will never return. 
Having once more returned to Nature, Faust prays for help, 
as he offers his Invocation: 
nature immense, impenetrable and proud, you alone 
give solace to my unending weariness •••• ! regain 
my strength, and I seem to live once more. 
Accompanied by a low roll of drums and a broad, somber, and 
majestically chromatic chorale, Faust appeals to Nature. 
The Devil, interrupting the Invocation to tell Faust of 
Marguerite's imprisonment, agrees to save her from death; how-
ever, the evil man leads Faust to hell instead of the prison, 
after Faust unwittingly signs the girl's release and his own 
soul to the Devil. As they ride down the abyss and into 
Pandamonium, Faust's monotone of despair and the voices o~ 
praying women and children are drowned out by a continuous 
dotted rhythm; the melody throughout the scene is :formed with 
an eighth note :followed by two sixteenth notes to each beat 
in the bass strings. 
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Horrible spectacles appear before Faust, and the bell 
tolling the death of Marguerite is heard above the din. Faust 
sees too late that they are heading for Hell; as they enter 
the cavern, Mephistopheles shouts, "Ye legions of the devil, 
in triumph now begin your hellish revel; his soul is minel 
mine forevermorel" 
As the peasants intone the final "Sanctus," Faust is 
surrounded by devils as a heavenly chorus of praise and 
hosannas announces Marguerite's salvation. 
IV • SCHUMANN: SZENEN AUS GOETHE'S "FAUST" 
The champion of romanticism, Robert Schumann, was born 
in Zwickau, Saxony, in 1810; his parents had wanted him to 
become a lawyer, but at the age of twenty, he was permitted 
to study music on a trial basis in Leipzig. As a youth he was 
imaginative, ardent and romantically intolerant of the humdru..--n; 
the law profession did not attract him in any way, for he had 
all -the artist's susceptibility to impressions. He was a boy 
of moods, plunging rapidly from the heights of joy into the 
depths of despair; he was impetuous, generous, affectionate, 
and impatient of social amenities. 
As he grew older, Schumann's character became even more 
complex; he was an ardent but desultory worker, a voluminous 
but spasmodic correspondent, and completely unreliable in his 
financial affairs.l 
Being deeply engrossed in the literary field as well as 
in music, he read avidly from works by Richter, Byron ru~d Heine; 
their influences upon him can be seen in the ballads he composed 
and the plays he wrote about colorful robbers. Attempting to 
express his feelings about all the art of the romantic period, 
he spent many hours composing rhapsodic improvisations and 
musical characterizations of his friends. 
lnaniel Gregory Mason, The Romantic Composers (New York: 
The Macmillan Company, 1906f, PP• 105-7. 
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For six months, Schumann studied piano with Friedrich 
Wieck, only to have virtuoso thoughts shattered by an accident 
to his right hand. Thus £orced to concentrate on composition, 
by late 1830 piano pieces began to come rrom his pen with start~­
ling rapidity. It is possible to see in these works evidence 
of his technical interest in virtuoso performance. These piano 
compositions rank high in keyboard literature because of their 
vitality, lavish melodic invention, novel pianistic effects, 
and their reflection o£ Schumann's joy in composing. 
Throughout his life, Schumann included mottos and quota-
tions in nearly every composition; the essays which accompanied 
his works soon became an association or an interpretation of 
himself or a friend. Flprestan was the impassioned Schumann; 
Eusebius, the dreamy and affectionate man; Felix Meritis became 
Mendelssohn; and Chiarina became Clara Wieck (later his wife). 
While many men composed by a systematic and technical 
approach, Schumann presented his music merely as a way to ex-
press a lively imagination; his music technics developed gradually 
only as he continued to produce. 
Possessed with doubts of his own ability as a musician, 
Schumann throughout his life felt he would eventually go in-
sanef because of extreme £its of depression, he contemplated 
suicide several times. His courtship with Clara Wieck, however, 
disappointing as it was, did much to give the young composer a 
new strength of character and a purpose to life. When he met 
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Clara in 1828, she was then, at the age or nine, an accomplished 
pianist; gradually she began playing his compositions as their 
artistic and personal congeniality bound them closer together. 
Unfortunately, Clara's rather, Friedrich Wieck, selrishly 
desirous or maintaining his daughter as a financial gain, 
steadily opposed the marriage. Despite the evil stories which 
Wieck circulated about the composer, Schumann took the case to 
court and by 1840 was married to Clara. 
Although this period was one or heartbreak and frustration, 
Schumann's rortitude and determination helped him to overcome 
his own personal doubts. 
Until his marriage, most or his works were vocal, but by 
1841, he had written his rirst symphony; in 1842, after com-
posing two more symphonies .and a piano concerto, his interest 
turned to chamber and choral music • Schumann and his wife 
toured ·. extensively together; one of their greatest triumphs 
occurred in Russia. It was just after that tour that he rirst 
began to compose sketches for Faust. 
After Schumann's failure as an orchestral conductor, his 
wife began touring and concertizing throughout Europe to earn 
more money. The disheartened composer gradually became philo-
sophically resigned to his physical weaknesses and depressing 
thoughts. Although the Schumanns had led a relatively happy 
and musically successful life, the composer's health, both 
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mental and physical, diminiShed rapidly, ending in insanity 
and an early death in 1856, near Bonn, Germany. 
Schumann's first music attempts were imitations of several 
composers, among them Schubert, Weber, and Spohr; as his ability 
developed, he became greatly influenced by Bach and Chppin~ and 
his works range from opera, incidental music, works for chorus 
and/or orchestra, solo compositions for chamber orchestra~ 
piano and organ, and numerous songs. 
On the basis of his musical proficiency, and ability as 
a critic, editor, writer, and poet, he passed the standard 
examination which enabled him to become a Doctor of Philosophy. 
Combining vast critical powers with his own personal 
feelings, he first weighed both sides of a question in his 
mind before speaking, saying, for instance, of Bach and Berlioz 
The deeply combining poetic and humorous elements 
of the new music stem chiefly from Bach. The so-
called Romantics are far closer to Bach than to 
Mozart. As for me, I confess daily to this high 
one (Bach) 1 and seek through him to purify and 
strengthen myself. 
When it comes to the compositions of Berlioz, we have 
not done the usual thing and applied our critical 
wisdom ten years too late, but announce in advance 
that in this Frenchman there is something of genius.2 
2Robert H. Schauffler, Florestan, The Life and Work of 
Robert Schumann (New York: Henry Holt and Company, 194$), 
PP• 266-7. 
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Because of his admiration for Berlioz's music and that 
of Chopin, Schumann did much to help introduce their works into 
Germany. 
In turn, many critics today speak in glowing terms of 
Schumann's music: 
(His music) contains parts remarkable for their 
beauty ••• ~(The) best parts are the songlike solo 
passages. (A) master of the song form and its 
kindred varieties •••• had command of all romantic 
types of music with the exception of opera. {His) 
harmonic language is original and varied; the 
characteristic chromatic passing tones and un-
orthodox resolution of foreign tones are akin to 
Wagner.3 
Schumann spent over nine years composing his Faust Scenes, 
based almost entirely upon Goethe's poem, Part II; the final 
chorus, the "Chorus Mysticus," completed in 1844, sums up the 
spiritual essence of the poem. Other sections were completed 
in 1847 1 1848 and 1849; omitting the overture, which was 
finished in 1853, the first performance took place in January 
of 1849, on the hundreth anniversary of Goethe's birth. The 
whole work was not published until 1858, its first complete 
performance not taking place until after Srihumann•s death, in 
1862, under the direction of Hiller. 
Rather than being an opera, since there is no declamation 
or sustained lyric quality, the composition is a succession 
3Paul H. Lang, Music in Western Civilization (New York: 
w. w. Norton and Company, Inc., 1941), pp. 804, 813. 
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of scenes, chosen at random; the composer assumed that various 
episodes in Goethe's poem were over. Since Schumann's main 
interest lay in portraying the last part of the poem, it is 
interesting to note that his corresponding Part III was con-
ceived first. Part II consists of scenes again from the 
second half of Goethe's poem and was completed next. The 
scenes were selected not for their operatic value, but merely 
in an attempt to illustrate the struggles of Faust. Although 
Gretchen is described rather fully in Parts I and III, Mephis-
topheles only appears twice, the first time interrupting the 
lovers in the Garden scene and again, briefly, in the final 
section. 
In Part I, Schumann assumes that Faust, desirous of in-
.. 
sight, has already made a pact with the Devil, saying, 
If you can ever flatter me so that I am content 
with myself, if a moment Shall come, at which I 
shall say •oh, tarry yet, thou art so fair,' then 
may my death-bell sound, your {the Devil) service 
is over, the clock may stop, the index fall, and 
time for me shall be no more. · 
The first scene in Part I takes place in the Garden as 
Gretchen and Faust meet, the young man introducing the lovely 
duet, "My angel, tell me truly, didst thou know me, as thro' 
the garden gate I came?" {No. 1) In the dUBt, accompanied 
by full orchestra, Faust and Gretchen declare love for one 
another; as in Goethe's poem, she gathers asters and picks off 
the petals, one after the other. Mephistopheles interrupts 
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the duet, as he appears with Martha, .the girl's mother; 
Gretchen, fearing Martha's wrath, leaves the scene as the music 
dies peacefully away. 
Scene 2 portrays Gretchen before the image of the Mater 
Dolorosa. She is lonely and terrified, having murdered her 
mother and been deserted by the faithless Faust. While putting 
flowers about the image, she sings ·the plaintive, dramatic, 
almost recitative-like aria, "O crowned with grief unbounded, 
bend on myneed thy pitying eyes." (No. 2) As she becomes 
more frightened, the tempo increases and constant Changes in 
dynamics are heard; the aria becomes coloratura in aspect, ,. 
as she sings, . "Help I save me, ere in shame I die." Although 
Gretchen's prayer is vague in form, it expresses poignant 
emotion, portrayed by a flowing accompaniment in the violas; 
solos by the oboe, clarinet, bassoon and flute continually vie 
with one another against the somber strings. 
The Cathedral scene (Scene 3) parallels that of Goethe's 
poem, as the evil spirit behind Gretchen torments her as she 
tries to pray. Accompanying the duet between the Spirit and 
Gretchen is a four-part choir singing the "Dies Irae. 11 As the 
-
Evil Spirit mocks Gretchen in his sinister aria, "How dif.ftrent, 
Gretchen, was it, when thou camtst with pure heart here to the 
altar," the girl, in agony, interrupts him with, "Woel could 
I from the thoughts escape." Her vocal range increases and 
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arpeggios dominate the orchestral accompaniment in continuous 
movement, thus creating a very dramatic scene. (No. 3) 
Schumann then omits the final scenes of Gretchen's death, 
and in his Part II, portrays Faust reclining in the fields, 
weary, restless, and endeavoring to sle~p as Arie.l attempts to 
restore him to mental health and energy; while Ariel evokes 
the heavens to "cleanse his spirit from his life's unrest and 
give him again: to holy light," Faust resolves to devote him-
self henceforth to the highest activities of human life. 
The introduction (47 measures in length) creates a pasto ... 
ral quality as the harp and violin alternatingly present a 
quiet, melodic theme over sustained notes in the low strings. 
As Ariel begins his aria (No. 4>, the orchestral color 
grows thinner; a group of spirits sings antiphonally, then in 
unison, with the tenor solo. Later in the same scene, Faust, 
in his soliloquy (No. 5), pledges that "Henceforth, the high-
est claims alone m:y striving," as ~he aria is accompanied by 
broken chords in the violins and is punctuated by sudden dynamics. 
Faust ponders over the meaning of life, with a symbolic descrip-
tion of the sunrise and rainbow over a waterfall. 
Nearing the end of Faust's life (Scene S), four "gray 
women" - Care~ Want, Guilt, and Need - visit the philosopher 
in his castle; each woman tries in her own way to carry Faust 
off to Death (their brother). As Want introduces herself (No. 6) 
Oare ·ignores Faust•s pleas for mercy as he cries, "once strong 
in greatness, now is all discretion and sedateness." Care 
mocks him, saying, "he who falls beneath my power finds the 
world a barren dower;" she urges Death forward as she blinds 
Faust , crying, "for most part, men through all their lives 
are blind." (No. 7) 
The quartet of the four women is the highlight of the 
scene, as musical ghostliness is achieved with high notes on 
the piccolo and rustling violins. An abrupt change from Bb 
major to Cb major at the word "Death" adds further dramatic 
impulse. 
In the outer court of Faust •s palace (Scene 6}, Mephisto-
p~eles and Lemures dig a grave; Faust, unwittingly, believes 
that they are doing his bidding by tilling the now fertile 
ground. As the Devil pompously calls the Lemures (a Choir of 
altos and tenors in close harmony) to work (No. 8), a lively 
and descriptive rhythm dominates most of the scene. As they 
work harder, the music becomes increasingly syncopated and 
chromatic with abundant cross relationships. 
Because of Faustts deeds, the land is now arable and the 
people about him thankrul and happy; as a fanfare of trumpets 
announce his arrival, Faust curses the compact, wishing himself 
back to a simple, human way of living. Walking over the fertile 
land, Faust feels a great happiness creep over him as he utters 
his final words, "now comes to me fore-taste of highest and 
surpassing jar; o heavenly moment this." 
As the devils try to carry Faust away, they are beaten 
back by a "flame power of heavenly roses." 
' • -
Part III is devoted to a textual setting of the final 
scene of Goethe's poem; there are seven numbers, concluding 
with the Chorus Mysticus, "Alles Vergangliche." The scene 
'• 
begins on earth as Faust's body is ·carried toward heaven; 
in this allegorical portrayal, Faust is borne past the moun-
tains in Barcelona, which were inhabited by the Holy Anchorites 
in the ~iddle Ages. As Faust goes slowly upward, he passes 
numerous characters, both fictitious and historical, such as 
angels, the spirits of boys, Pater Seraphicus, the Anchorites, 
Pater Profundus, the Younger Angels, the More Perfect Angels, 
Mary Magdalene, the women of Samaria, Mary of Egypt, a Penitent 
(formerly Gretchen}, the Mater Gloriosa, Dr. Marianus, and 
the final Chorus. 
As Faust passes, each chorus or solo philosophically ex-
plains the values of eternal peace and redemption; this final 
section is in answer to Goethe's prologue in Heaven, Where it 
is explained that Faust, with his high but ill-directed hopes, 
must go through much temptation and error, but that a guiding 
hand will be ready to keep him from utter degradation. In this 
final scene, the same guidance is shown, ready to puri~ his 
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spirit and lead him to a higher plane of eternal life, divine 
love becoming the instrument of his regeneration. 
Dr. Marianus, in his aria (No. 9), explains the higher 
sphere as "free is the prospect here, and soul up-lifting." 
Addressing the Almighty (No. 10), as 11Thou, 0 Purest, Holiest," 
he obtains permission to urge the mourners and sinners to 
"haste to contemplate saving looks so tender, and to earn a 
blessed fate thankful hearts surrender." In his hymn, ac-
companied by the harp over sustained notes, the doctor explains 
further the philosophical -meaning of Goethe's poem. 
The song of the Penitent Women is a deep and heartfelt 
melody, descending in even quarter notes; they blend with 
Gretchen's prayer (No. 11) to the Mater Gloriosa, as she seeks 
her pardon and requests that she may lead Faust on his journey 
upward. Her prayer is granted and she becomes eternally en• 
trusted with the care of Faust; earthly love is now considered 
but a symbol of the divine spirit which draws mankind upward, 
as Gretchen guides the sinner toward Heaven. 
The four-part double choir of the Chorus Mysticus (No. 12) 
eoncludes the work and illustrates the spiritual essence o~ 
the entire poem; there is no trace of outward pageantry or 
glitter in this chorus, the music being simple, warm, and 
straightforward. At the beginning, the choir enters fugally, 
the music becoming quite contrapuntal; by the words, "the 
Ever-Womanly Beckons us on," however, the notes become sustained 
-
and even - the music dies away to a whisper. 
Despite the struggles of his youth, and later hardShips 
and disappointments, Schumann did come to feel that, through 
his service to others and love for composition, he had ob-
tained at least part of the goal for which he so earnestly 
strove. Judging by the Scenes and the other works which 
Schumann left to posterity, one could say he did achieve the 
highest goal of a musician - that of creating ever-lasting 
beauty. 
V. LISZT: EINE FAUST-SYMPHONIE 
The Hungarian pianist-composer, Franz Liszt, born in 
Raiding on October 22, 1811, eXhib1t4d extraordinary musical 
talent as a child; therefore, at the age of ten he was sent 
by his parents to be educated in Vienna as a professional 
musician. For two years, he studied piano with Czerny, bar• 
mony and composition with Salieri and Paer. After several 
years of work in the Austrian capitol, where the brilliancy 
of his piano playing and the cleverness of his improvisations 
attracted much attention, he was taken to Paris to live. 
Soon Liszt became the £avorite of French society, and 
after his first public performance there in 1824, his fame as 
a piano virtuoso spread to England; during the next three years, 
he toured Europe, giving numerous concerts in Germany, Switzer• 
land, and England and amazing everyone who heard him with his 
talent. For eight years his home was Paris, where he became 
friends of Victor Hugo, Lamartine, George Sand, Paganini, 
Berlioz, Chopin, Wagner, and Schumann. Although he later 
lived many years in Weimar and Rome, Paris appealed to him 
the most, and throughout his life, he spoke and wrote French 
by preference. 
It was not long, however, before the artist in Liszt began 
to disdain the spectacular triumphs of the virtuoso; he became 
more and more reluctant to appear in public, and devoted much 
or his time to religious meditations. For many years he 
thought about withdrawing from the brilliant music world ~ 
which he lived to become a monk; although in 1841 he did 
join the Freemasons and became a secular priest and honorary 
canon (Abbe Liszt), he never succeeded in giving up his 
musical career. 
Paris, at that time, was a melting pot of intellectual 
ideas and theories, of aspirations, scepticisms, and indivi-
dualities. In one of his letters (edited and translated by 
La Mara), Liszt writes 
Homer, the Bible, Plato, Locke, Byron, Hugo, 
Lamartine, Chateaubriand, Beethoven, Bach, Hummel, 
Mozart, Weber, are all around me. I study them, 
meditate on them, devour them with fury; besides 
this I practise four to five hours of exercises 
•••• Ah, provided I don't go mad, you will find an 
artist in me1l . 
I:b was also in Paris, in 1834, that Liszt first met the 
Countess d'Agoult, better known by her literary pseudonym of 
Daniel Stern. She, consumed by vanity and a thirst for power, 
had been married six years to the Count d'Agoult; Liszt, unable 
to bring this marriage to an end, accepted the situation, and 
instead travelled with the Countess for ten years. This 
unfortunate episode, from which came Cosima, the wife of von 
Bulow, and later of Wagner, left in Liszt a disillusionment 
about life and an ironic bitterness which constantly tormented him. 
loaniel Gregory Mason, The Romantic Composers (New York: 
The Macmillan Company, 1906), PP• 3~-5. 
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From Paris, Liszt moved his headquarters to Weimar, where 
he became Music Director to the Grand Duke, taught classes 
and helped in many ways the young aspiring pianists about him. 
His genuine interest in other artists, probably the rinest 
tr.ait of his character, became recognized throughout Europe; 
his powerrul personal influence and pen were in constant use 
as he aided all young musicians desiring recognition. His 
ertorts on Wagner's behalf are certainly evidence of the kind 
of help he gave to the younger generations and his colleagues; 
he did more than any other single person to guide Wagner on 
the right path by his performance of Lohengrin in Weimar in 
1850, and by his financial aid and articles on Wagner's operas. 
Also indebt ed to him in many ways were Schumann, Chopin, 
2 Berlioz, Franck, Saint-saens, to mention only a few. 
This great musical influence , as is to be expected , al-
though revered, was not always liked ; unfortunately, his dis-
concerting egotism many times over-balgnced the kindness which 
he l avished on many mus icians; it was often said that as Liszt 
gave musical benefit to t hose who needed it, he did so with 
the grace of a professional philanthropist. Saint-Saens sug-
gested that Liszt contemplated a sort of alliance with Wagner, 
in which the latter should represent the hero of music drama, 
and Lis~t, the hero of instrumental music. 
Arter spending many years giving aid, performing and 
composing , Liszt went into semi-retirement for seven years; 
clothed in the robe or a Franciacan order, he composed only 
/ 
masses and oratorios, and became, in truth, the Abbe Liszt. 
His retirement did not l~st long , however; from 1868 to his 
death in Bayreuth in 1886, Liszt returned once more to his 
early triumphs . All Weimar adored him, and whenever he ap• 
peared :J.n public, everyone greeted him as a king; in his last 
years, he again became the beloved teacher, the admired com-
poser, the revered abb~ , and the distinguished gentleman.3 
The inf'luence.s upon Liszt were rew but penetrating; 
a l though he was deeply indebted to Berlioz (the two men dedi• 
cated their Faust compositions to one another ), during his 
last years, he was scorned by Berlioz, most likely because 
or Liszt•s wholehearted devotion to Wagner . Always unselrish 
and generous in his aim to help new talent , Liszt encouraged 
the debuts of Rubinstein and Joachim, and attempted to popu-
larize the works of Beethoven and Schubert, transcribing many 
of the latter's songs. Besides composing numerous solo piano 
works (his Hungarian Rhapsodies being particularly well- known 
today), two piano concertos, and some exceptionally fine tran-
scriptions of Bach's organ music, Liszt also wrote many literary 
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works, such as essays on Chopin, Gluck's Orpheus, on Wagner, 
Berlioz, and the Goethe Foundation. 
The idea for a Faust Symphony came to Liszt during the 
1840•s, after hearing a performance of Berlioz's Damnation 
in Paris; however, it was not composed until 1854, in Weimar 
(The Dante Symphony was also composed that year), and later 
revised in 1857 1 when a final chorus was added. In most per-
formances and recordings of the symphony, however, the chorus 
is omitted. 
Liszt calls his symphony "A Symphony in three character 
Pictures;" the first movement consists of an exposition, a 
"free fantasia" and a restatement (the elements of sonata 
-· 
fo~). The movement characterizes Faust, showing by the develop-
ment of several themes his increasing agitation as he attempts 
to rise above his destiny. By the time the last theme has been 
introduced, Faust is transformed into the youth of Goethe's 
poem. 
The second m~vement, entitled "Gretchen," contains some 
- ~ 
traits of the traditional slow symphonic section, and with 
exquisitely lovely orchestration and development of themes, 
simply and eloquently portrays the figure of a sweet and 
innocent maiden. "Mephistopheles," the third movement, is 
illustrated by a distinctive scherzo flavor; the Devil, here, 
exemplifies negation by the parodying of Faust's themes, 
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:rather than by the devel.opment of his own. The music from 
the first movement becomes distorted, ridiculed, and derided. 
Gretchen's theme, which appears at the end of the symphony, 
dispels the evil of Satan, and the music indicates that she 
alone cannot be harmed by the Devil. One new theme is presented 
in the last movement - the "pride" motive from Liszt's Male-
-
diction Concerto.lt. 
There is no fourth movement, or finale, in the symphony. 
The choral epilogue, which is rarely heard, is a setting of 
the words which conclude the second part of Goethe's Faust, 
"Alles Vergangliche 1st nur ein Gleichniss" - "All that is 
mortal is but a semblance," or 
All that doth pass away is but a fable; 
All that eludes is made, here, true and stable; 
The indescribable, Here is it done; 
The Ever-Womanly beckons us on. 
This symphony, which is over three-hundred pages of full 
score and takes over an hour to perform, was written in two 
months and was one of the first works which Liszt co~pletely 
orchestrated himself. Liszt used normal symphonic searing 
with the addition of the piccolo, third trumpet, harp, tenor 
solo, male Chorus, and organ. The first performance, Which 
took place in 1857, was conducted by the composer. As in his 
Dante Symphony, Liszt suggests that both are in the nature 
~umph:rey Searle, The Music of Liszt (London: Williams 
and Norgate, Ltd., 1954), PP• 11-Bo. 
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o~ a musical commentary on a literary work; the Faust Symphony• 
in fact, expresses the composer's reaction to Goethe; using 
the theories developed for his symphonic poems, Liszt presents 
a form depending upon the subject matter to be expressed; the 
themes, therefore, become short and plastic, and vary their 
character according to the mood of the moment.5 
Apart from the passage in the second movement, when 
Gretchen plucks rose petals and, thus, speaks o~ her love for 
Faust, Liszt makes no attempt to portray Goethe's poem in de• 
tail. His symphony is merely a character study o~ three 
literary ~igures. 
Various critics have agreed that Liszt•s oWn. personality 
is revealed in this symphony. According to Peter Raabe• 
The brooding protagonist whom he has ~rawn with 
such uncanny certainty in this first movement, 
the ardent lover, the aspirant towards the ideal, 
who again and again sinks back into darkness 
when victory seems at hand, is Liszt himself. 
I~ anyone wishes to know Liszt•s inmost thoughts 
about the soul o~ woman •• , -.he has only to listen 
to the Gretchen movement.o 
Although the symphony portrays the religtous, idyllic• 
heroic, and the erratic Liszt, his music is not of any one 
country, but is, rather, a universal symphony portraying a 
universal subject. 
~alph Hill (ed.), The Symphony (London: Penguin Books 
A204.• 1956) 1 PP• 191•2• .· . 
~meat Newman, The Man Liszt (New York: Charles Scribners• 
Sons, 1935), PP• 299-301. 
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The first movement reveals Liszt in all the greatness of 
his imaginative power; it also envelops one of the most original 
solutions of the problem that disturbed the whole romantic era 
- the future of the sonata-symphony. Although the movement 
is in sonata form, it obeys the spirit rather than the rules 
established by earlier composers. As a composer of only abso-
lute music, he sketched the characters with the greatest 
artistry, but never suggested that one may follow progressive 
action throughout the composition.? 
The five themes of the first movement all symbolize 
different aspects of Faust's character: No. 1, with its whole~ 
tone flavor, represents the mystical and magical element in 
Faust; No. 2 embodies the ability to change its character 
radically, although it generally portrays the many emotional 
aspects of Faust's nature; the stormy . "allegro agitato" passage 
for strings, No. 3, rises often to a passionate climax; No. 4 
is another emotional theme based on a flowing descending scale; 
and No. 5 illustrates Faust• s aspirations, marked ''grandioso" 
and is martial in aspect. This first movement, with its many 
changes of mood, thus becomes Faust's self-portrait.B 
7paul H. Lang, Music in Western Civilization (New York: 
w. w. Norton and Company, Inc., 1941), P• BB9; 
8
searle, 12£• ~· 
Through the slow introduction, in which Nos. 1 and 2 are 
presented, in the violas and cel los , and oboe, respectively, 
the gloomy and disheartened mood of the hero is suggested; once 
this atmosphere is established, there is a quickening and 
brightening in the music . Faust toys with the idea of selling 
his soul, trying to decide between possible joys and uncertain 
terror. A section marked "allegro impetuoso" then leads into 
a forceful restatement of No. 1 on trumpets and trombones . 
The solo bassoon introduces the stor.my third theme (No. 3) • 
and after rising to an intense climax, it leads directly into 
the other emotional theme , No. 4, as Faust doubts, hesitates 
and then falls. Quoting Ralph H111, 9 "the excitement then 
subsides, and a passage marked 'misterioso e molto tranquillo' 
introduces Ex. l (No . 1) on clarinets and pizzicato strings 
under an undulating violin figure . " The horn and trumpet , 
after a dramatic tempo increase, present the martial theme of 
Faust•s hopes and yearnings , No. 5, as he, with a scornful 
glance, contemplates his future . 
Liszt then develops all of Faus ·t' s themes except No. 5. 
thus revealing the philosopher in most of his moods. A magical 
effect is achieved as all feeling of tonality disappears and 
No. l is heard on the clarinet and pizzicato violas under whole-
tone chords for flutes and violins. The passionate theme , 
15· 
No. 3, introduces the muCh condensed final statement of Faust's 
themes (the recapitulation). 
The descending scale theme, No. 4, is not presented at 
all in this section; the other presentations are introduced 
in reverse. After the martial No. 5 appears in the trombones 
(p. 112, measure 1), a short coda, almost entirely based on 
No. 1, closes the movement~ The often amorous theme, No. 2 
(p. 120, measure 5), breaks in suddenly during the coda as 
the music dramatically subsides into its major tonality of c. 
Faust, as the amorous youth, prepares for his meeting with 
Gretchen. 
The second movement, an idyllic sketch of Gretchen is 
also in a sonata-like form; it is, however, convincing in its 
freedom and originality. Instead of the traditional develop• 
ment section, the middle part uses the thematic material 
associated with Faust in the previous movement. One critic 
has said of this portrayal, 
of all the music that is associated with the 
innocent maiden of Goethe's poem, this is surely 
the most expressive, the most beautiful; the 
remorseful, crazed Gretchen is not there.lO 
Although no scenes of Gretchen in the Cathedral or in prayer 
before the Mater Dolorosa are portrayed, her character~stics, 
a blend of sweetness, timidity, and passion, are expressed with 
di~tonic simplicity and lofty, magical delicacy. 
Two new themes are introduced in this movement; after a 
short passage on the flutes and clarinets, Gretchen's main 
theme appears, No. 6, on the oboe accompanied by solo violaj 
portraying a young and innocent maiden. As the oboe plays 
against the arpeggio-like figure in the viola, it leaves a 
suggestion of unn~ed longings and certain restlessness. 
Faust's theme, No. ~~ reappears, indicating that he ia no 
longer far from her thoughts (p. 127, measure 2). Three and 
.flour-note phrases now appear, as a dialogue between clarinet 
and violins, illustrating the scene in Goethe's poem when 
Gretchen picks petals from a flower, while saying, "he loves 
me, he loves me not." 
As Gretchen's second t heme {No . 7) is introduced in the 
winds, supposedly indicative of the dawn of love, it becomes 
an amorous conversation between the cellos and violins, the 
passage being marked "dolce amoroso." Faust now appears 
before Gretchen as his theme, No. 2, marked "patetieo" is 
introduced, and the mood of the scene becomes more agitated. 
Faust and Gretchen meet and declare their love, portrayed by 
a statement or Faust•s themes, Nos. 2 and 4; even the stormy 
No. 3 can be heard in soft tones, marked "soave con amore." 
Again quoting Mr. Hill, "as the movement dies fi!Way a quiet 
! 
reference to No. 5 seems to show that Faust's happiness is 
now complete."11 
llHill, £2• £!l., P• 195. 
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Mephistopheles, in the third movement, has no themes of 
his own; as the spirit of negation, Liszt portrays the Devil 
by distorting Faust•s themes, shouting with satanic mirth, yet 
with persuasive and subtle powers. The Devil is no longer a 
person, but rua evil parody of all the good that has gone into 
the development of Faust's character. After a short intro-
duction, marked "ironico," which sets an evil atmosphere, 
Faust's second theme appears for a short time, only to be fol-
lowed by a new entry , No. 8, indicated as ''orgueil" or pride. 
All of Faust themes are parodied in this movement, with the 
exception of No. 4. The martial No . 5 appears most frequently, 
often distorted by the addition of trills, only to be con-
tinually interrupted by the lively and dramatic No. 3. As the 
music sinks down i n exhaustion for a while, and again rises 'to 
greater emotional pitches, Gretchen's theme, No. 6, suddenly 
breaks calmly into the storm. Her theme is heard on the ho~ 
and solo cello in its original form, as the only element un-
touched and unsullied by Mephistopheles• grim and sadistic 
treatment. 
The male chorus, accompanied by organ and strings, at 
the end of the third movement begins the "Chorus Mysticus" 
of Goethe's poem - "Alles Vergangliche." The work ends very 
calmly, as Gretchen's main theme is rhythmically altered with 
the harp added to the accompaniment; following Goethe's poem, 
Liszt indicates that Gretchen once again is Faust's redeemer. 
VI. GOUNOD: FAUST 
When Gounod's opera, Faust, was first presented in Paris 
in 1859, it was criticized then, and still is today, for not 
rigidly adhering to Goethe's poem, upon which the libretto 
was based. Paul H. L~g aunts up man~ people's feelings about 
the opera when he states that Faust is not to be taken seriously 
in this version.l Yet, if these criticisms are justified, how 
does one explain the opera's great and continuing popularity 
with the general public? Perhaps a glance at the composer':,s 
life and his basic beliefs will help to explain the dilemma. 
Charles Gounod, born in Paris in 1818, was a deeply 
religious man throughout his life; he was easily influenced 
by the beauties and the simplicities of everything about him. 
Transferring these feelings within him to his music, he above 
all else became a melodist, a lyricist. 
After completing early musical studies with his mother, 
a capable pianist, Gounod entered the Paris Conservatory in 
1836. There he studied harmony with Reicha, counterpoint 
with Halevy, lyric composition with Lesueur, and worked closely 
with Cherubini and Paer. Before long, he won the Conservatory 
prize with his Mass and secured the Grand Prix de Rome; he 
then completed his studies in Italy, paying particular atten-
tion to the works of Palestrina and the older masters. 
lpaul H. L~g, Music in Western Civilization (New York: 
w. w. Norton and Company, Inc., 1941), P• 924• 
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While in Rome, he fell under the influence of the 
Italian painters, Raphael and Michaelangelo, and soon became 
quite an acceptable artist in his own right. After extensively 
touring Austria and Germany, where he first heard Schumann's 
music, Gounod returned to Paris where he obtained the position 
of organist and master of the choir at the Church of The 
Foreign Missions and studied theology for two years. It was 
during this period that Gounod fell under the spell of Berlioz, 
who was one of the greatest emotional influencesof his youth. 
His admiration for Berlioz knew no limits; he spoke of his 
friend often, referring to Berlioz as a "volcano," and carried 
on a large correspondence with him. In his autobiography, 
Gounod says of Berlioz that 
The musical works may earn him glory. The pub-
lished letters will do more; they will earn him 
love, and that is the most precious of all earthly 
things. He has produced a large number of orches-
tral effects and combinations which were unknown 
before his time; he has revolutionized the art of 
instrumentation, and in that respect, may be said 
to have •rounded a schoo1.•2 
Between 1845 and 1850, Gounod religiously studied the 
music of Berlioz and Schumann, bec~e a member of the Academia 
des Beaux Arts, and offered for production his first opera, 
Sapno, which was not very successful. Although depressed by 
2charles Gounod, Charles Gonnodj Autobiographical 
Reminiscences, trans. The Hon. w. Hely Hutchinson (London: 
Wliilam Heinemann, 1896), P• 195. 
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this first failure, he continued writing operas; under the 
ever-penetrating and guiding influence of Mozart's ~ 
Giovanni, Gounod went on to compose twelve other operas, 
supplementing his output with dramatic scenes, chamber music, 
and works for organ, violin, piano solo and orchestra, much 
church music and numerous choral works. 
During his last years, he became thoroughly engrossed in 
religious mysticism, and although he never quite became a 
monk, he devoted himself entirely to sacred compositions, 
believing that "man's sublime function is literally and posi-
tively that of a New Earthly Creator. His duty is to Make 
all things what they ought to Become."3 
Gounod died in St. Cloud, in October, 1893, a happy 
and contented man, a well-known composer and a thorough master 
of the orchestra. 
The librettists, Barbier and Carr6,first met Gounod in 
1856; Barbier had already written a libretto based on Gerard 
de Naval's translation of Goethe's Faust and had previously 
offered it to Meyerbeer, who had rejected it. Although Gounod 
believed that "religious music and the symphony are certainly 
of a higher order ••• than dramatic music," he accepted the 
libretto because opera was the only way to express oneself 
with "an infinite variety for a dramatic author in the choice 
3~., P• 201. 
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o~ subjects."4 By 1858, Faust was put into rehearsal, and 
although the first production in 1859 was not very ~pression­
able or understood fully, the opera gradually usurped Spohr's 
production, which had enjoyed tremendous popularity. 
Gounod chose to illustrate a single episode of Goethe's 
poem, the story of Faust and Marguerite (GretChen) in Part I; 
the episode was intended to portray the eternal legend of 
love, its allurements, human betrayals, ardors, and tortures 
.. "the fantastic element was purposely ••• subordinated to the 
human."5 Barbier, assigned to the task of adapting Goethe's 
work to the requirements of lyric dr~a, wrote four scenes 
revolving around Faust and Marguerite, ending with atonement 
for sin by the suffering o£ love. Knowing that it was im-
possible to portray all of Goethe's poem in one lyric drama, 
Gounod chose the love scenes as being most appealing to h~. 
aiming to preserve those episodes by omitting all soul-
searching solos and deep conversations. 
In the opera, Mephistopheles becomes the "personifica-
tion of original sin," and as Faust•s servitor, is a rakish 
"evil" in the Victorian sense.6 
4rbid., P• 204. 
5J. Cuthbert Hadden (ed.), "Faust" (Gounod), Great Operas 
(London: T. c. and E. c. Jack), P• 5. 
6Ibid., P• 6. 
- . 
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True to his nature, Gounod's love of beauty is manifest 
throughout the opera as the lyric element predominates every 
scene at the expense of variety and, perhaps, dramatic truth. 
Faust once again becomes a moralistic concept of an old man's 
faith succumbing to temptation. The action lies in the progress 
of a love inspired by Satan in the hearts of Faust and Marguerite; 
in four stages, Gounod describes his interpretation of human 
love in Faust's invocation to the purity which he prizes so 
highly - only to destroy it; a fascinating and irresistible 
love preceding sinful seduction; the church scene when the 
madness of love has passed, and only the pain of betrayal, 
the weight of sin, and torture of regret and remorse remain; 
and the prison scene in Which is heard the heart-rending out-
cry of the dying girl, human sin wiped out by repentance, and 
the faults of earthly love expiated by heavenly love. 
A truly French composer, Gounod changed the tale slightly 
to suit his style of writing and to appeal to the French 
people. Mephistopheles, no longer one of seven princes of 
hell, is now a suave, attractive French gentleman; he becomes 
the personification of the evil of the French society of the 
time; he is the epitome of sophistication and savoir-faire, 
both scornful and witty. The "Flea" song in Goethe's poem, 
which would have been distasteful to the French, is changed 
to Mephistopheles' aria of the "Golden Calf." Faust, no longer 
a philosopher, is an old man desirous of the intoXication of 
youth - "A moi les plaisirs.n7 
.. 
Gounod achieved variety from the over-all amorous atmosphere 
through the ecclesiastical style of the church scene. In this 
one scene alone, he retains the religious flavor and fervor of 
Goethe's poem, modifying, hoWever, and making more simple the 
poet's penetrating philosophy. Although this scene strikes 
a note of grandeur and solemnity, it is the lyric quality of 
the arias and Choruses which has made Gounod's Faust standard 
in operatic repertoire. Berlioz, unusually for htm, highly 
praised Gounod's music,· a·aying that he had a fine ear for the 
effects of harmony and color, and- was exceptionally sensitive 
to the qualities of the text.8 
Mr. Scudo (music reviewer of Revue des Deux Mondes, Paris) 
further commends the opera, saying that the introduction is 
an "unfailing distinction of style, perfect tact iri details, 
.. 
happy coloring, supreme elegance, discreet sobriety in the 
instrumentation ••• n9 With less glowing terms .but .in :_an apt 
-
summary of Gounodts music,- another critic has writ-ten, 
7Jerome Hinesf "The Devil is Freneh," Opera News, XX, 
(January 30, 1956J , .. 10. . · 
, Bnonald J. Grout, A Short History of o;era (New Yorkl 
Columbia University Pre·ss, 1941), PP• 334- • · 
9Marie Anne De Bovet, Charles Gounodj His Life and His 
Works (London: Sampson ., Low, Marston, Searle and Rlvlngton, 
1891J, P• 107. 
'.-•! .. •'·\ .• 
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"commonplace and conventional much of the music may be, but 
the great majority of us are creatures of the commonplace.n10 
******* 
The Introduction, 71 measures in length, is divided into 
two contrasting sections; the first part is dignified in as-
pect, yet contrapuntal and lyrical. After the somber pr~ary 
entry of the violins, gradually each instrument is added 
until full orchestra stature is obtained; at measure 22, 
fugal entrances are introduced (as in Berlioz's Damnation) 
to portray a scholarly and learned old man faced with mis~ 
givings about his life. The second half of the Introduction 
is bridged by a short harp solo leading into Valentine's aria 
"Avant de quitter ces lieux" which later appears in Act I, 
Scene le 
Th• principal characters of the opera are: Faust (tenor); 
Mephistopheles (bass); Marguerite (soprano); Valentine, the 
girl's brother (baritone); Siebel, Marguerite's s.uitor (mezzo-
soprano); Martha, Marguerite's friend (contralto), and Wagner, 
Faust's servant (bass). 
Act I, Scene 1 - Faust, desolate in his study, ponders 
over his past deeds; he is weary of life, believing that he 
has learned in vain, and there is nothing worthwhile ·for Which 
10 Hadden, 22• ~., P• 22. 
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to live. After a 2~-measure contrapuntal introduction, Faust, 
in recitative, cries out, "O death when wilt thou come and bid 
the strife be over? I learn in vain." (p. 5, measures 7-1.4). 
As Faust attempts to end his life (Excerpt No. 1), a dance 
tune and chorus of the peasants interrupts his thoughts; he 
becomes even more desolate and deplores their happiness as 
they speak of good crops, harvest glory, and the worth of 
prayer. 
Realizing that he can no longer pray for salvation, 
Faust evokes the Devil, crying, "Appear, 0 Satan;" trumpets 
clash as Mephistopheles enters. As he describes himself and 
asks what is bid, he convinces Faust of his power by showing 
the latter a vision of Marguerite. A duet between the harp 
and violins accompanies her vision. As Faust drinks to the 
pact, he becomes young once more, willing to agree that in 
hell he will wait upon Mephistopheles' pleasure. 
Scene 2 takes place at the Ker.messe (The Fair); while 
the students enjoy themselves, a dancelike introduction with 
full orchestra (increased by cymbals and bells), accompanies 
their chorus. Pleased with life, the students look for fun, 
excitement, and girls, as they cry, "Here's to glory, here's 
to love." Snare drums announce the entrance of the soldiers, 
as they join in the festivities before going to war. 
A slow, dignified, and churehlike introduction precedes 
Valentine's aria; as he prepares for war, he bemoans the fact 
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that Marguerite will be left alone~ unprotected; Siebel and 
the students put his mind at ease about his sister as the 
young soldier sings the lyrical, yet lively and martial aria 
from the Introduction (No. 2) 
Even the bravest heart may swell in the moment 
of farewell. Loving smile of sister kind, quiet 
home I leave behind ••• But when danger to glory 
shall call me, I still will be first in the tray. 
Wagner suggests wine to cheer the soldiers as Mephistopheles 
joins the party to entertain them with his aria "Le veau d•or" 
(No. 3). With comtempt and sarcasm~ he views the group and 
sings, accompanied by full orchestra with cymbals, bells and 
triangles 
Calf of Gold1 aye in all the world to your 
mightiness they proffer •••• With contempt he views 
around him all the vaunted human race, as they 
strive in abject toil, as with souls debased they 
circle round about the pedestal. Satan, he con-
ducts the ball. 
Mephistopheles, proving to all his sorcery, conjures up 
his own wine, the other being not to his taste; Gounod employs 
descriptive orchestration as the wine flows out (No. 4>• Further 
infuriating the crowd, the Devil suggests that Siebel's flowers 
offered to Marguerite will wilt, and sparks the wrath of 
Valentine as he drinks to Marguerite's health. Nos. 5 and 9, 
the religious ehor~ of the swords, majestically sweeps for-
ward with full orchestra and trumpets~ as the entire group 
points their swords at Mephistopheles in the shape of a cross 
and sing, "Gainst the powers of evil our arms assailing. 
strongest earthly might must be unavailing ••• while this 
blest sign we wear thou canst not harm us." 
-
A touch of humor breaks into the solemnity of the moment 
when Faust asks Mephistopheles what has been happening and 
the latter, in a . sarcastically ominous tone, replies "Rien." 
(p. 78, measure 10) 
As Faust and Mephistopheles encounter Marguerite, she 
snubs the youth's advances at first; the Devil, therefore, 
agrees to teach Faust how to love since "you know not how to 
make the first move." 
Act II takes place in Marguerite's garden; as Siebel 
tiptoes quickly into the garden, brfngmg Marguerite a bouquet, 
the flowers wilt (as prophesied by Satan). After a short 
introduction of staccato notes in the cellos contrasting with 
the high:' lyrical violas, Siebel breaks into the lilting "Flower 
Song," (No. 7) "Gently whisper t .o her of love, dear flower; 
tell her that I adore her •••• Alasl they are withered&" 
One of Faust's major solos occurs as he sings of his 
love for Marguerite; the cavatina (No. 8) is accompanied by 
the flutes, bassoon, clarinet, and violins, and is one of the 
most lyrical arias of the opera. As he sings "all hail thou 
dwelling pure and lowly," Mephistopheles puts some jewels in 
the girl's room, saying, "now come; hope for the best." 
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Marguerite's two important arias, "The King of Thule" 
and the ''Jewel Song" precede the lovers' meeting (Nos. 9 and 
10); as she sings of the King, often her thought of Faust 
interrupts the song. Although the aria begins modally, in 
A minor, accompanied by the bassoon and clarinet, when she 
sees the casket, she breaks into rapid patter; the violins 
become staccato and the tempo increases as she tries on the 
jewels and sings the coloratura "Jewel Song": "Ahl I laugh~ 
.. 
as I pass, to look into a glass; is it truly Marguerite, then? 
•••• He surely would mistake me and for a noble lady take mel" 
As the lovers go off together, Mephistopheles entertains 
Martha by saying, "Your tender husband is dead and sends his 
blessings." After he closes the recitative with "O nigb.•t 
spread over them thy shadow," accompanied by the harp, _Faust 
and Marguerite sing their first duet (No. 11), as she picks 
flowers and they declare eternal. love. The Devil ends the 
scene by laughingly mocking her childlike simplicity. 
With the organ predominating in the church scene (Act III, 
scene 1), Mephistopheles calls upon evil spirits to ''let her 
:£Marguerite) know, ere she prayeth, what is in store." Terri-
fied and unable to pray, the girl leaves as the Devil cries 
out, "thy soul is lost." Alternating organ and full orchestra 
accompaniment len~ a solemn and mystical atmosphere to a 
very dramatic episode. 
In the following scene, the soldiers return from war, 
singing the vecy :famous "Soldiers' Chorus" (No. 12) - "Our 
.. 
swords we will SllSpend over the paternal hearth." Siebel 
is forced to tell Valentine of hi_s sister's plight and sub-
mission to Faust. Although the Devil wonders why Faust has 
returned "when once you had left her," he sings the very lyri-
cal, yet cynical and biting serenade, mocking Marguerite and 
her innocence (No. 13), while accompanying himself on the 
guitar: 
Maiden, now in peace reposing, from thy sleep 
awake, hear my voice with love imploring, wilt 
thou pity take? Ha, ha, ha - if not for thy 
wedding finger he a ring doth send. 
Valentine smashes the guitar and demands revenge; as 
Faust answers the challenge and draws his sword, Valentine 
throws away the token which his sister had given him before 
going to war. Upon the fourth thrust, Valentine falls wounded, 
and he dies angrily and cruelly cursing his sister. 
In the wild scene of Walpurgis Night, which is omitted 
in this production, an effective ballet presenting visions of 
past courtis~s takes place; when Faust also sees a vision of 
Marguerite in chains and dying in prison, he prevails upon the 
Devil to help save her from execution. 
In the prison (Act IV) Faust cannot persuade Marguerite 
to flee; her mind is now deranged, and as a light waltz melody 
is heard, Marguerite's mind wanders back to past happy moments 
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with Faust. Frightened at the sight or the Devil, Marguerite 
begins the rinal trio {No. ~) and refuses to leave, despite 
constant urging from Faust and Mephistopheles. As she dies, 
angels carry her spirit to heaven; the curtain closes upon 
the chorus of angels singing, "Savedl Christ hath arisenl 
Peace and felicity to all disciples of the Masterl" 
Although Gounod did not intend to portray the philosophical 
elements in Goethe's poem, he has left to posterity a master-
piece of lyric opera, describing with poetic tenderness the 
tragic love of Faust and Marguerite. 
VII. BOITO: MEFISTOFELE 
The world recognizes Arrigo Boito as an outstanding 
librettist; however, his talents were not limited to that ~ield 
alone. A closer look at his life and works will reveal Boito 
as a literary critic, a novelist, a musician and music re~ormer, 
philosopher and politician. 
As a musician, Boitots early training and aptitude were 
not auspicious or particularly noteworthy. From the begin• 
ning, it was obvious that he would become a pre-sminent poet 
and man of letters. Secondarily a musician, he never completely 
mastered the techniques of music, and was looked upon by many 
people as a brilliant dillettante. As a music critic, poet, 
and novelist, however, his talents knew no bounds. His out-
standing libretti written for Verdi are proof enough of his 
stature as a literary scholar. 
Born in Padua, Italy, on February 24, 1842 (baptised 
Enrico), Boito was the son of an Italian painter, Silvestro, 
and a Polish countess. His earliest musical studies can be 
traced back to 1851, during which time he was always writing 
"tunes" and sonatinas. From 1856-1862, he attended The Milan 
Conservatory, where he was a pupil of Alberto Mazzucato (com-
position), and Ronehetti-Monteviti. 
In 1860, his first composition, a cantata, "Il Quattro 
guigno" was performed at the Conservatory. Franco Faccio, 
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who had written the first half of the music, joined forces with 
Boito; together, they composed the words and music fo r another 
cantata, "Le Sorelle d'Italia" which was performed in 1862. 
This composition attracted so much favorable comment from music 
officials, that Boito and Faccio received a scholarship from 
the Italian government for two years of foreign study in Paris 
and Germany. It was in Paris that Boito, in 1862, began seriously 
thinking about his opera, Mefistofele. 
During these formative years, Boito continued composing 
and began thinking (and writing and speaking) about the state 
of music in Italy. Rossini had planted the seed of dissatis8 
faction about Italian music when he said, "The natural bias 
of the Italian for opera brought about a neglect of the classics 
and especially of the great Germans."1 This statement alarmed 
Boito, and the other more intelligent Milanese, and thus he 
began his crusade for reform, which led to much publicity and 
criticism from friends as well as enemies. He succeeded in 
exciting interest in the classics by writing numerous essays, 
and soon became known as an advanced reformer. A perfect 
vehicle for his attacks was the weekly paper "Figaro" to which 
he contributed numerous articles. 
lEric Blom (ed.), Grove's Dictionarl of Music and 
Musicians (fifth edition; London: Macm llan and Company, 
Ltd., 1954>, I. 
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While studying in Germany with Faccio, Boito had been 
strongly influenced by German music, particularly that of 
Bach, Beethoven, and Wagner. As a staunch Wagner-promoter, he 
overruled Italian protests and forcibly introduced Ger.man, 
and some French, music into Italy, and especially into Milan, 
where such influences were largely unknown at that time. 
Compositions and literary writings were also being pub-
lished with great rapidity during these years; under the pen• 
name of "Tobia Gorrio" he had published in 1877 a book of 
.poems entitled "Il libro dei versi." Most of his musical at-
tempts, however, were not particularly successful; during 1861 
and 1868, he wrote the words and music for Ero e Leandro; 
today all that remains of that opera are a few musical themes, 
among them the lovely duet "Lontano, lontano" now in the third 
aot of Mefistofele. 
In 1862, during his first visit to Paris, he first thought 
of an opera on the subject of Nero; it was not completed until 
October, 1916, under the title of Nerone. This opera, revised 
and edited by Toseanini, has never had any success outside 
Italy. Beside Mefistofele, the only other opera which Boito 
composed was orestiade, but this composition was never of-
fered for production. 
His literary aChievements, however, were numerous and 
highly successful; apart from the many libretti he wrote, 
Boito also translated the text of Beethoven's Ninth Symphony. 
and works by Sohumann, Rubinstein, among others. Although 
his libretti for Verdits operas are the most well-known -
Otello in 1888 and Falstaff in 1893 -other literary works are: 
Giooonda in 1870 for Ponchielli; Un Tramonto for Coronato; 
~ for Dominiceto; Alessandro Farness for Palumbo; and 
Amleto (Hamlet) for Faccio in 1865. Also noteworthy are his 
adaptations of Rienzi and Tristan und Isolde. 
Because of his literary achievements, musical compositions , 
vast lmowledge and critio~l powers, in 1893 h~ received two 
honorary doctoral degrees - from two English universities, 
Cambridge and oxford. From 1889-97, he was Director of the 
Parma Conservatory; and from 1892 on, Inspector-General of 
Conservatories . 
Mefistofele, Boito •s greatest musical achievement, was 
written within a few months; by the beginning of 1868, the 
score was ready for production. It was written at a time when 
he was preaching to one and all the mission of Italian music, 
and now he was ready to practice that mission. To test his ~ 
theory - that Italian opera had become stilted and stereo-
typed and demanded radical renovation along dramatic lines -
Boito offered the public Mefistofe1e . 2 La Scala was on the 
2navid Ewen {ed.) , Ewents Musical Masterworks (New York: 
Aree Publishing Company, 195~}, PP• 166-oS. 
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lookout for a new "opera d'obligott to complete their program, 
and aware of Boitots growing prominence, they accepted his 
opera for production. It was unfortunate that at the same 
time Boito was at odds with the public because of his critical 
onslaught on music and musicians alike. The people at the 
performance did not want to understand the opera; announcement 
of the upcoming affair had revived antagonisms between partisans 
of old and new music. 
Against general custom, Boito conducted his own opera , 
and that performance was a national event; passions and preju-
dices for and against him were aroused to a boiling point, 
and thus any verdict of the performance was worthless. The 
evening ended in a riot, and the two succeeding performances 
had to be cancelled by order of the police. The Brologue 
alone received a good ovation, and, in truth, is the most out-
standing part of the opera, with the exception of several 
lsolated arias and scenes. 
The opera is episodic in character, accompanied by notes 
\ 
and philosophical statements (a la Wagner) on the characters 
and events of the drama. At that time, it was novel in its 
severe melodic line, complex harmonies, and an atmosphere 
touched with mysticism; there are pages of polyphonic writing, 
instead of the usual singable melodies. 
Although deeply hurt and depressed over the failt~e of 
that first performance, Boito saw clearly his weak points. 
With great determination, he set out to revise the work; he 
curtailed the acts from five to four (the first performance 
had been six hours long), retouched the orchestration, added 
"Lontano, lontano," rewrote the part of Faust from baritone 
to tenor , and added two scenes incorporating Goethe's Part II 
- as "The symbolization of the union of Greek and German ideals 
through the union of Helen (of Troy) and Faust."3 In his 
explanatory notes on the opera, Boito said that he was attempt-
ing to encompass within tones the philosophy and symbolism of 
Goethe. 
In 1875, Mefistofele was again produced, th:ts time under 
much more favorable conditions in Bologna. Thereafter, it 
was very popular in all the Latin countries , except France . 
The Prologue expresses the central meaning of Goethe 's 
poem; it is the conflict of good and evil, the dilemma of the 
human soul. Following the recording stated in the bibliography, 
the story in brief is: 
Prologue - In Heaven: Angels and cherubim sing the praises 
of the Creator , while Mefistofele addresses a mocking song to 
God. He is on his way to earth to tempt the philosopher, 
Faust 1 a man who has not been able to rind Truth. 
Act I,Scene 1- A Square in Frankfurt on Easter Sw1day: 
Faust and his pupil Wagner walk among the Sunday crowds; in the 
3Ewen, loc. cit. 
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distance they see a gray-clothed Friar (Mefistofe l e }. Faust 
is scared , while Wagner laughs off the incident as unimportant . 
Act I, Scene 2 -Faust's study: Faust is startled by the 
appearance of the Friar in his study. When the stranger drops 
his cloak, he stands revealed as the Devil. They bargain and 
agree that Faust is to be given youth and one hour of genuine 
happiness , in exchange for his soul . 
Act II, Scene 1 - A Garden: Faust makes advances toward 
the innocent Margherita, while Mefistofele entertains Martha, 
her mother. Impatient to get the girl alone, Faust gives her 
a sleeping powder for her mother . The men then depart for a 
trip to the Brocken. 
Act II, Scene 2 - The Brocken: "The Night of the Sabbath" 
- Faust and the Devil witness the revelry of the underworld . 
("Walpurgisnaoht" in Goethe 's poem} All Hell proclaims the 
Devil its king , and he is given a crystal ball representing 
the Earth. His "Ecco il Mondo" mocks all humanity, as he 
crashes the globe to the ground. 
Act III - Prison: Margherita is insane and has been sen-
tenced to death for killing her mother and child. She does 
not recognize Faust and is not willing to flee with him. 
She dies while an angelic chorus sounds her final victory 
over death. 
Goethe 's Part I I -Faust and Helen- or, "The Scene of 
the Classical Sabbs.th" is omitted in this production. 
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Epilogue - Faustts study: Old once again, Faust still 
has not found peace o~ happiness. While reading the Bible 
(as in Act I, Scene 1), the Devil tries to tempt Faust with 
lovely sirens, still hoping to gain Faust's soul . As the 
sirens vanish, Faust, praying for strength, says "Stay, thou 
art lovely." As he dies, the angels' chorus pronounces his 
salvation. 
One noticeable departure ~om Goethe's poem is that in 
the opera , the Devil first appears as a Gray Friar; in the 
poem, a poodle is transformed into man . Boito 's answer to 
thi s was that it was quite impossible to make this change 
effective on stage. For the most part, however, he follows 
the poem closely, bringing out the mysticism, intellectualism, 
and symbolism found in Goethe's drama. 
Mefistofele is scored for full orchestra, including the 
harp, which plays an important part throughout the opera. 
Besides Mefistofele , Faust, Margherita , Martha, and Wagner, 
the cast includes the chorus of Celestial Phalanxes, A Mystic 
Choir, Cherubim, Penitents (on earth), Hunters, Students, 
Burghers, Witches, Sirens, Warriors, etc. 
The Prologue in Heaven is divided into five distinct 
sections, each with one or more dominating melodies; of par-
ticular import~~ce are excerpts Nos. 1 and 2 in Section One. 
The curtain rises after the trtunpets sound seven times 
and seven thunderbolts have been struck. The Phalanxes are 
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invisible behind the clouds; the Mystic Choir, Cherubim and 
Penitents are visible, and the Devil is in the shadows alone. 
Nos. 1 and 2, a dramatic rhythm and melodic aria symbolizing 
good and Heaven, respectively, are heard throughout the opera. 
No . 2 - "Ave, Lord of the Angels and Sa:ints" •••• "rises 
a verse of supreme love" is sung by the two choirs of Celestial 
Phalanxes; ever mystical, with constant changes of key , in~ 
creasing dynamics and tempo - the music continuously soaring 
upward . 
Throughout the Prologue, Boito makes extensive use of 
chromaticism, changes in tempi, contrasting orchestral color 
(i.e., harp and trumpet) . 
Nos . 3 and 4 - Mefistofele's first important aria (No. 4) 
is bantering and cynical, mocking humanity - "Forgive me if 
my language gives little heed to the sublime songs of paradise ." 
Staccato and grace notes throughout the introduction (No. 3) 
lend a "devilish" atmosphere to the aria. He continues, 
saying "O pufftd up atom1 Worm both rash and blindl Pitiable 
image of mankind l And to this state of sadness brings him 
that madness which he calleth Reason." 
The Celestial Choir then asks the Devil - "Knowest thou 
Faust?" (No. 5) As he answers "I undertake to lure him on " 
and the wager is made, the Devil cries "I shall be victorious" 
while, the trumpets sound and the Mystic Choir sings "Sanctus" 
(Db, D, Eb, Meas. 9-11, P • 18.) 
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A modal and mystical atmosphere is achieved as the 
Penitents on Earth sing "From the blind world of sorrow below 
arises aloft to the Queen of the Heaven •••• Lend us thine aid 
in time of our trial , lead us to rest in thy bosom forgiven." 
(No. 6 ) The Prologue ends with Nos . 1 and 2 . 
Act I - As in Goethe, Faust says to Mefistofele that he 
will die "When I can say to the flying moment: Stay thy 
course, thou art love l'jT"; then let me die." He goes on: "If 
you can grant me but one brief blessed hour wherein to calm 
my yearning , if you can reveal to me my own heart and creation 
" • • • • 
As Faust excitedly says, upon seeing the Devil in his 
study, 11What terrible phantom have I hither drawn? Fury, 
demon or specter, you'll be mine? Over your race the sign 
of Solomon is all-potent ," (No. ?) Mefistofele retorts (No . 8) 
"I ~·m the Spirit who denieth ever all the star the fly ." With 
a hiehly chromatic and satirical ly dramatic aria (No . 9), the 
Devil finishes by saying, "Biting, sneaking, struggling, 
shrieking, squeaking, still I cry with a hiss ." And he whistles 
through his teeth. 
Act II - Faust is now known as Henry; the garden is a 
scene of pastoral beauty and happiness, as he and Margherita 
talk together, and the Devil entertains her mother. Margherita 
wonders tthow can you (Henry) enjoy this country girl ' s company 
101. 
and her rustic language?" Meanwhile, Mefistofele (No. 10) 
mocks all womanhood by saying, "I'm now a believer that every 
woman is a deceiver." 
The love duet between Faust and Margherita is a delight-
ful , graceful melody - "So yield to that emotion, as fair as 
heaven, and this ecstatic rapture; Ohl call it Nature , call 
it Love ." 
The Bracken music (Scene 2) is chromatic, vivid, marked 
by rapid changes in tempi and dynamics - all illustrating a 
. . 
gaudy night of revelry. In No. 11, the Devil proclaims him-
self master as he says , "Clear the way for Mephistopheles, 
kneel to your king; Race of corruption, down on your knees ." 
One of the most dramatic and well~known arias in the opera is 
the Devilts "Ecco il Mondo" in which he mocks s arcastically 
all of mankind. {No. 12) (This aria is in contrast to Berlioz 
and Gounod's interpretations, when the Devil mocks only the 
girl, not all of humanity.) In this one aria alone, his 
sardonic, cruel nature is never more clearly portrayed ~ 
Here is the world, empty and round. It rises , 
falls , dances, glitters , whirls about the sun, 
trembles , roars, creates, destroys, •••• Upon its 
huge and rounded back dwells an unclean and mad 
race, wicked, subtle , proud , vile, which forever 
devours itself •••• By Heaven, it makes me merry, to 
thin]J: o'er what is hidden herel Behold the world." 
And he smashes the globe to the earth. 
Act III - The Prison and Margherita•s Death: The sadness 
and approaching doom is heard in the 29•measure introduction-
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played by the bass strings, slowly, contrapuntally, gradually 
rises to sudden dramatic pro~ortions as the oboe solo leads 
into Margherita•s lament (No. 13), "L•altra notte" - "The 
other night they threw my child into the sea, now to make me 
mad, they say I drowned it. The air is cold, the prison dark, 
and my sad soul, like the sparrow of the wood flies away." 
The aria's impact is strengthened by simple accompaniment, 
repeated notes, and coloratura passages as her mind wanders. 
At the entrance of ~aust and the Devil, the girl is 
startled and scared - "OI it is hard to die thus." At the same 
time, Mefistofele does not particularly want to save her, say-
ing (to Faust), "And who has brought her to this state? I or 
thou?tt As they enter, the music becomes agitated; Margherita•s 
aria becomes more and more disjointed, more chromatic, with 
larger skips and wider range; her mind wanders again as she 
thinks of happier days in the garden. 
"Lontano, lontano," another famous duet between Faust and 
Margherita, expresses all their longings, hopes, memories, and 
love for each other - "Afar, far away, on the billows of a 
vast ocean, •midst the sounding waves.-" The duet is in close 
harmony throughout with simple accompanimen~. 
As Margheri ta dies, the melody from No. 2 reappears as 
her body is carried up to heaven, and the Celestial Chorus 
sings, "Tis love we shall sing of forever hereafter." 
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The Epilogue - Faust is again studying the Bible as the 
introductory music, at first very contrapuntal, changes into 
a lovely, plaintive melody as he serenely meditates on his 
future and says: 
Having reached the uttermost confine of 
extreme age, my soul steeps itself in a supreme 
dream. King of a peaceful realm, of an infinite 
land , unto a fecund people I'd fain give life." 
(p. 237) 
He is no longer tempted by the lovely Sirens which the 
Devil summons up in a final attempt to gain his soul. As 
they disappear , Faust prays and cries "O stay, for thou art 
lovely.'' As he dies, the Celestial Choirs (with the melody 
from l'Jo. 2) sing, "Hail, light of angels and eternal heaven 
•••• we •re clouds ~ver flying, of soul never dying, we're 
dovelike and love'" Below the Choir is heard the full 
orchestra, pronouncing Faust's entrance into Heaven with the 
trumpet figure from the Prologue triumphantly sounding as the 
curtain closes. 
This opera, which created a furor in its initial per-
formance on March 5, 1868 , is today accepted as one authentic 
interpretation of Faust, embracing the intellectual and mysti-
cal qualities of Goe the 's Faust. 
VIII. MAHLER: SYMPHONY NO. 8 
To Gustav Mahler, a typical late romantic composer, music 
was a way of life. In every composition Mahler revealed his 
character and his innermost thoughts; he needed to create 
music in order to fulfill his destiny, for 
. . 
so closely bound up is the act of creation in 
me with all my experience that when my mind and 
spirit are at rest I can compose nothing •••• 
when I conceive a composition I always arrive 
at the point where I must employ the word as 
the bearer of my musical idea.l 
Yet he did not write program music; rather, he never 
separated the vocal idiom from his instrumental style. The 
voices, in fact, became instruments, ad~ing color, tone, 
harmony and expression to all his music. 
The controversial composer and conductor was born of 
Jewish parents in Bohemia (Kalischt) in 1860. As a child• 
any prolonged concent~ation would put him into an uncanny 
trance-like condition. At an early age he exhibited extra-
ordinary musical talent and, by the age of fifteen, was such 
a remarkable pianist that he was accepted as a student at the 
Vienna Conservatory. 
There, he first became acquainted with Anton Bruckner 
(a great influence throughout his lifetime), Hugo Wolf, and 
1Neville Cardus. Ten Composers (London: Jonathan Cape, 
Ltd., 1945), P• 67. 
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was the pupil of' Julius Epstein (piano), Robert Fuchs (harmony), 
and Theodore Krenn (composition). Nothing of his early works, 
save the titles, remains today; ruthless self-criticism com• 
" ' 
pelled him to destroy everything. Although he soon became 
renowned as a conductor, he preferred to compose, his first 
mature work being completed in 1880 - Das Klagende Lied. 
Although Mahler's early compositions did not receive 
immediate acclaim (critics branded his symphonic efi'orts as 
insane), his ability as a conductor soon became unsurpassed. 
His first performance of Beethoven's Symphony No. 9 sparked 
the public's enthusiasm, and in Budapest (1888), the vitality 
of Mozart 's Don Giovanni caused Brahms to call Mahler a "devil 
of a fellow;" his work in Hungary, however, was short-lived 
since Budapest, in particular, was musically divided into two 
camps: those preferring the music of Meyerbeer and Rossini, 
and the Magyar element seeking national opera. 
During Mahler 's ten-year stay in Vienna (1897-1907), his 
work there was recognized as one of the great epochs in the 
history of German opera, equal in importance to Wagner's direc..;. 
tion of the Dresden Opera, and Liszt•s activity in Weimar . At 
the request of' Brahms, Mahler became the leader of the Court 
Opera, receiving the title of "Artistic Director." 
With a succession of' triumphs behind him, art, at any 
cost, became Mahler's only concern; every change had to be 
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an improveJ:!lent. Feeling that he was the "chosen instrument 
for the doctrines of faultless opera production,u2 nothing 
was left undone, nor was any detail too small . to wa.rra..'1.t his 
attention, whether it pertained to musical phrasing, singing 
or stage deportment. Although he became a tyrannical con-
ductor, his sincerity of purpose enabled him to imbue every 
musical execution with his fervor and spirit. A truly dramatic 
man, with a vitality of heart and imagination, he penetrated 
his character into the very essence of the music he wrote ~'1.d 
conducted. 
Despite an ailing heart, Mahler accepted an United States 
offer in 1908 to condu~t the N~w York PhiL~annonic; his per-
formances of Beethoven, Wagner, and Mozart at the Metropolitan 
Opera House were memorable. Always interested in promoting 
new composers and new works, he offered the first American 
performance of Smetana's Bartered B~ide at the PhiL~armonic. 
Due to his great admiration for Wagner and Mozart, he devoted 
much time to the works of those two great masters. 
After M~~ler had established himself as a. conductor of 
note, his rise to fame was rapid; he considered himself the 
legitimate successor of Beethoven, . emerging in a direct line 
of descent from Schubert through Schumann, Berlioz and Brucl~er. 
2 Eric Blom (ed.), Grove's Dictionary of Music and Musicians 
(fifth edition; 9 vols.; London: Macmillan and Company, Ltd., 
1954), Vol. V., P• 512, 
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Although he was a harsh critic of those about him, and often 
lacked in tactful management, Mahler recognized the faults 
of his own music; his failures were as pretentious as his 
ambitions. In every production he maintained a fanatically 
strict obedience to the musical score, to the value of its 
notes, and to all directions concerning time, delivery1 and 
dynamics. Yet, never once, did he give the impression of 
machine-like precision; rather, he graphically combined his 
love for the novel with an elemental musical instinct in all 
his creative work. 
"Ich bin Musiker" was Mahler's religious and philosophical 
credo; music became an all-consuming experience to him, and 
"if he could not feel a harmony of spirit, he could not write 
a dishonest musical harmony." Deep within his being, he was 
unable to subdue the man to the artist.3 
Throughout his life, Mahler wavered between extreme 
gentlene~s and ecstatic vision, exaltation and complete des-
pondency; he lacked in moderation and intrinsic balance, and, 
therefore, found no happy medium or lasting peace. Worshipping 
both nature and mankind, he became deeply interested in the 
spiritual life of humanity and powerfully attracted by the 
teachings of natural science and its progress. Continually, a 
fanatical pursuit of truth and beauty possessed his very nature. 
3cardus, ~· ~., P• 73• 
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Mahler used every instrument skillfully; the trombones~ 
for instance, perfo~ed intricate figures of chromatic scales; 
with tremendous elaboration and extension of ideas, he freed 
symphonic logic from many traditional inhibitions. The move-
menta were expanded, the deve lopment sections became fantasias; 
i n every composition, Mahler aimed at orchestral color. The 
independence of parts often leads to harsh passages, but the 
count erpoint is rich and ruthless, and many times is resolved 
by long organ-points. Often the musical material seems familiar 
and simple; however, the organization and technique are highly 
or iginal and quite complex. 
says: 
One critic, describing Mahler's thematic development, 
his themes are wide in curve, and there is no short 
rest followed by repetition and development. A 
theme extending over 40 bars is no uncommon thing, 
and long breath is the rple. The invention always 
flows out of the melody.~ 
His ten symphonies (the last not completed) are a unit, 
each describing a phase of Mahler's life and thinking; the 
so-called "autobiographical symphonies" all reveal his emotional 
conflicts, his development; each work is a deep personal ex-
pression, a vivid reflection of his intense spiritual experi• 
&noes. Of his compositions Mahler says, "All my works are 
4paul Stefan, Gustav Mahler, trans. T. E. Clark (New York: 
G. Schirmer, 1913), P• 76. 
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an anticipation of the life to come."5 Always in a hurry to 
express his spiritual thoughts through his music, Mahler, after 
a lifetime of struggle, wore himself out by the age of 51. 
He died in Vienna in 1911 after giving a few concerts or his 
own works in Munich, Paris and Amsterdam (the center of the 
Mahler cult). 
Although primarily an opera conductor, Mahler never wrote 
a stage production; all his works were s~pbonic, emerging from 
his song cycles. or the forty-one lieder composed, the majority 
is provided with orchestral accompaniment. His vast experience 
as a conductor helped him to grasp and exploit a world of 
psychological nuances and every possible instrumental combina-
tion. Furthering Berlioz•s aims, each instrument was given 
abundant solo passages (the Eb clarinet became a full-blown 
soloist). Great importance was placed on the percussion section 
and the trumpets (particularly noticeable in Symphony No. 8). 
Four of Mahler's symphonies are choral works, his No. 8 
illustrating a complete union of instrumental and vocal re-
sources; it is a true choral symphony, not an instrumental wor~ 
with a choral group inserted. Called the "Symphony of a Thousand," 
the symphony makes enormous demands upon everyone concerned with 
its production. Written at the height of his career in Vienna, 
5Mosco Carner, Of Men and . Music (London: Joseph Williams, 
Ltd., 1944), P• 105. 
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Mahler scored the symphony for a very large orchestra, with 
a quintuple woodwind section, two large adult choruses, a 
boys' chorus, and eight soloists. 
Part I, "allegro impetuc_>so," is a setting of an old Latin 
hymn, "Veni Creator Spirit~s;" the second part, divided into 
three continuous movements, illustrates the final scene of 
Goethe's Faust and the poet's interpretation of immortality; 
no other work of _Mahler's is so saturated with his spirit of 
avid affirmation. The two parts have a close affinity, Faust's 
course to heaven being the reply and fulfillment of the Latin 
hymn. Bruno Walter, a devoted disciple of Mahler, in his 
penetrating biography of Mahle~ describes the symphony as a 
"Dispenser of Joy" for: 
He (Mahler) sings the hymn to the creator spiritus, 
his questions and his yearning are uttered with 
increased· force, they find ,release and peace in 
Goethe's pronouncement in the final scene of 
Faust, and with this recurrence of his life's 
theme in its most sublime expression ends the 
period of deeds and begins the third epoch.6 
Before leaving the Vienna Opera House in 1907, the symphony 
was completed; when Mahler conducted the first performance in 
Munich in 1910, the work received an overwhelming reception, 
and thus the composer attained his first unqualified success. 
Mehler, himself, felt that the symphony describes "heaven as 
6Bruno Walter, Gustav Mehlert · trans. James Galston (New 
York: The Greystone Press, 1941J, P• 150. 
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shining, gay, pervaded by light, with ringing bells, singing 
angels, the sound of the trumpet. The heavenly choirs (of No. 8) 
•should no ~onger be human voices, but planets and stars moving 
in a circle.•" (This statement was made in a letter to his wif'e, 
dated 1906).7 
Again writing his wife in June 1909, Mahler discussed his 
approach to Faust: 
to gain a spiritual center - that's the thing. 
One has to approach the poem in various ways 
and from dif'ferent sides. The chief thing is 
still the artistic conception, which no mere 
words can ever explain. 8 
In the orchestral score consulted, the introduction to 
Part 2 is eleven pages in length (pp. 75-86). Excerpt No. 1 
presents two figures which dominate this orchestral section; 
the pizzicato Fig. 1, in the low muted strings, continues 
through the first chorus (p. 86), and is accompanied by Fig. 2, 
which is expressively imitative in the winds. Each solo en-
trance of Fig. 2 constantly changes the color and mood of the 
introduction, at first subdued and quiet, then mysterious, 
dissonant, and eerie. Ever f'luctuating dynamics lend a 
dramatic atmosphere to this section. 
?Max Graf, Modern Music, trans. Beatrice R. Maier (New 
York: Philosophical _ Llbr~ry, 1946), P• 94• 
8stefan, ££• £!i., PP• 257-8. 
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On page 76 (meas. 19), after an A minor cadence, the mood 
cha~ges briefly to a more melodic style; very shortly, however, 
Fig. 2 moves from the winds to . the strings, becoming "appas-
sionato" and quite dramatic (p. 77, meas. 13). The violins 
then present a new theme, accompanied by a shortened version 
of Fig. 2 (p. 79, meas. 9). The tension mounts as the music 
becomes increasingly emotional and extremely erratic; des-
cending scales run imitatively throughout the orchestra. Wide 
leaps in all voices and a highly chromatic melodic line present 
an emotional mood to the finale of the introduction. An imita-
tive effect between the oboe and trumpet is a poignant example 
of Mahler's varied orchestral coloring. 
As the flute and clarinet continue playing Fig. 2, and 
the strings carry figure 1, the first chorus enters (No. 2) 
setting the scene by singing, '_'Brooding, dark woods are nigh, 
bleak hills of rock mount high.'' As they monotone their open ... 
fifth chords, one visualizes Mont serrat, built on a mountain-
side , where hermits have constructed their cells, one above 
the other. The various levels are symbols of the upward course 
of souls toward perfection, reaching finally the eternity of 
happiness which is later symbolized by the Virgin Mary. Al-
though there is little movement within the chorus, variety is 
achieved by changing rhythmical devices. The constantly soft 
dynamics lend a serene and mystical mood to the scene. 
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Pater Ecstaticus further describes the serenity of Heaven 
and the power of eternal love, as he sings "Eternal flame of 
bliss, rapturous, holy kiss, sear deep with pain my breast -
I God's most ardent guest •••• love, eternal in thy might." (No. 3) 
After a slow introduction to his aria by the brass section, 
the strings with fluctuating dynamics accompany the baritone. 
The "moderato" aria ever increases in emotionalism as instru-
ment s are added to the accompaniment, and short leaps and sudden 
fortes punctuate the solo. 
Another emotional aria, that of Pater Profundus (No. ~), 
is highly chromatic; here the voice becomes an instrument, 
the orchestra important and the over-all effect atonal and 
dissonant. Accompanied by full orchestra, a melodic line in 
the flute and wild figures in the violins, the bass solo (in 
an emotional outburst akin to Wagner) cries out: 
As deep below the chasms yawning feet firm upon 
the ancient ledge •••• awake my spirit confused, 
cold, that pining, is held in dismal bondage, 
despairing in these cruel throes. 0 God, my 
troubled soul in homage doth humbly beg Thee, 
send repose. 
Before Dr. Marianus' first aria, there are several choruses, 
the Angels' chorus first appearing with a decisive accompaniment 
in the strings (p. 105, meas. 1). The boys' choir (on the 
following page) inverts the melody, and after a short solo state-
ment, . combines contrapuntally with the Angels 1 chorus and full 
orchestra. Three other choruses (the Young Angels, the More 
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Perfect Angels, and the Blessed Boys) alternate imitatively 
with one another, with an emphasis upon vocal and instrumental 
solos; trills in the violins, a continuous use of trumpets, 
a~d a solo violin above the orchestra (p. 113, meas. 6 and 
P• 119, . me.as. _ 4> are high points of this choral section. 
Dr. Marianus, accompanied by full orchestra and chorus, 
in a descending scale-like aria (No. 5) sings the f~~ous 
Goethe words, "Here is the prospect clear, the soul up-lifting. 
Yonder fair forms appear, heavenward drifting." Apart from 
the final Chorus Mysticus, it is the tenor solos which most 
clearly reveal Goethe's philosophy and that of the composer's. 
Pledging eternal love and obedience to the Mater Gloriosa, 
Dr. Marianus then cries: 
Glorious mistress I would fain in the vaulted 
azure 1 where enthroned thou dost reign, find 
thy mystic embrasure •••• peace within our bosoms 
reign when thy love enthrall us. (No. 6) 
The diatonic and melodic aria is punctuated by sudden 
dynamics and by an increasingly wide range. Toward the end 
of the solo the cello echoes the melody; the trumpet (p. 135, 
meas. 10 ) enters imltatively at the close, lending a majestic 
atmosphere to the over-all dramatic mood. The lack of the 
chorus in this section is conspicuous and graphically points 
up the importance of the aria in its philosophical purport. 
The chorus again reappears in Dr. Marianus ' third aria 
(No . ?); at a very slow tempo, the again melodic and diatonic 
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aria is echoed by the basses while the other voices enter con-
trapuntally. The very expres sive ar i a is confined to a rather 
small vocal range, only occasionally interrupted with non-
dissonant skips. As the Mater Gloriosa soars serenely into 
view, the tenor sings, "Virgin , without stain of sin, Mother, 
richly dowered, by the grace of God our queen, wondrously em-
powered." 
In the middle of the aria, an orchestral passage enters 
briefly (p . 138 , from meas. 11); a harp solo, and later a 
violin passage, further enhance the pastoral atmosphere. While 
the harp, with full orchestra, accompanies the return of the 
chorus (p . 142), the solo f l ute can also be heard above the 
voices; the highly expressive aria and chorus section con-
elude with a restatement of No. 7. 
Using the words from the Bible (St. Luke , VII, 36), the 
Magna Peocatrix (No. 8), accompanied again by the harp, sus-
tained notes in the woodwinds, and a pedal point on B in the 
cello, sings: 
By the love that came revealing prostrate 'fore 
thy Son in mourning , by the tears like balsam 
stealing, by the tresses that rich-scented 
dried the Savior's feet so wi l ling . 
The flute soon antiphonally compliments the voice solo, 
the passage ever majestic, slow and quiet in aspect, musically 
diatonic. Small leaps (a sixth is the largest) lend added ex-
pressiveness to an already poignant aria. 
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In a modal key~ the Samaritan woman sings an enchanting 
scale-like aria (No. 9), accompanied by solo violin and the 
lute; the continuous rise and fall of the melodic line reveals 
a poignant and mournful scene. As the instruments gradually 
enter to accompany the aria, the music becomes more chromatic 
and the aria, wide-ranged. Again quoting the Bible (St. John, 
IV), the alto sings: 
By the well where once were driven Abram's 
herds in former ages ••• by the waters pure and 
living as the fountains plashed and purled, 
which o'erflowing comfort giving all the 
nations of the world. 
After Maria Aegyptica sings her aria, again in a quiet 
and modal mood resembling No. 9 (p. 156, meas. 3), she joins 
the Magna Peccatrix and the Samaritan woman in a trio (p. 160, 
meas. 6). The expressive and sorrowful mood of all three 
arias is retained in the trio, as they sing: 
Thou the refuge of all sinners whom thou 
givest consolation ~ grant t h is soul now 
crushed in sorrow .for the sin she (Gretchen) 
once committed •••• that it full has been 
remitted. 
The accompaniment is almost completely carried by the 
flute and oboe, although the trio closes with a solo mandolin 
passage. 
This same orchestration continues into the next aria (No. 
10.) by A Penitent (Gretchen), although it now becomes quite soft 
and less dramatic. Beneath this short aria is also the domi~ 
nating rhythm of a triplet set up by the mandolin against the 
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undulating strings. Again the largest skip is a sixth, al-
though towa:r-~ the close of the aria the vocal range increases 
considerably. 
Gretchen reappears briefly in a new aria {p. 179, meas. 7), 
the less melodic solo being accompanied by a chorus of boys; 
the music gives the effect of being quite syncopated as rests 
occur on strong beats, and a dotted rhythm dominates the orches• 
tral passages. The Penitent addresses the Mater Gloriosa, 
seeking her pardon, saying: 
Peerless maiden, hark now my pleading - my 
interceding; thy ·gracious smile incline, and 
see my youthful lover (Faust), life's battles 
over come home to me •••• vouchsafe that I in 
love may guide him still blinded by the new-
born day., 
The Mater Gloriosa answers Gretchen 's plea, crying, "Come 1 
to the higher spheres ascending then drawn by love he 'll follow 
thee." \11Jhole a...'1.d half notes prevail in her aria (No. 11), as 
it is accompanied by a quiet and sustained adagio instrumental 
passage . The chorus softly echoes her "Komm" and continues 
their monotone through to Dr. Marianus ' final aria (No. 12). 
In a very melodic , flowing aria, with harp and full orches-
tra accompaniment, again the tenor reveals Goethe's innermost 
philosophy as he says: 
Raise your eyes and contemplate, contrite sinner 
ever, and with soul elate be transformed foreverl 
Every · thought · and pulse of heart to thy service 
given, 'Virgin, Mother, Queen apart, blessed one in 
heaven. 
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The drums punctuate his words (p. 192, meas. 2), as the 
Chorus ceases its monotone and melodically accompanies the 
tenor with his aria. Always adding to the impressive scene, 
the trumpet briefly enters with the aria (p. 195, meas. 1); the 
mandolin and celeste conclude the descriptive list of unique 
solo instruments which add orchestral coloring. 
As the drama increases, the harmony between the chorus 
and solo becomes quite close; gradually the voices die away 
and cease altogether (p. 202~ meas . -4), while a quiet orchest~al 
passage continues to the ''Chorus Mystic us." The drums are 
heard for a moment, only to fade into the background, as the 
theme from No. 12 is heard softly in the piccolo; the sustained 
effect in the rest of the orchestra (the strings are conspicu-
ously absent) creates a subdued atmosphere just before the 
entrance of the final powerful chorus , "Alles Verg.Sngliche." 
(No . 13) 
All things of mundane worth symbols remained, 
all unfulfilled on earth here is attained. 
The undefined can be here truly won, the 
eternal womanly leading us on. 
As No. 12 ends, the final Chorus enters softly at first, 
accompanied only by sustained notes in the strings. At the 
end of the first phrase, an element of No. 12 can be heard 
briefly, thus combining the two important literary passages 
into a final summation of Goethe's philosophy. 
Vocal solos are imitatively added to the two gigantic 
choruses as the momentum gradually increases; always majestic, 
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the music rises symbolically higher in melody and dynamics. 
The organ enters (p. 2a5, meas. 1) along with the full orches-
tra, and towards the end of the chorus, the trumpet briefly 
presents a short solo (p. 226, meas. 9). At the close of the 
symphony, the dramatic orchestral effect is further enhanced 
by an emphasis on the brasses ru~d particularly the trumpet. 
With an increased fortissimo the complete brass section is 
heard, triumphant ~~d majestic, over a sustained organ point 
and whole notes in the strings and woodwinds. 
IX. BUSONI: DOKTOR FAUST 
By the twentieth. century, interest in Faust as a musical 
subject had somewhat waned. The one outstanding work was 
written by the Italian composer-pianist, Ferruccio Busoni, 
and was based almost completely on the old German puppet play; 
however, it is also possible to find many aspects of Marlowe•s 
interpr etation and philosophy throughout the opera. 
Born of Italian and German parents (both capable musicians) 
in Empoli, Tuscany, on April 1, _ 1866, Busoni was immediately 
recognized as a child prodigy; at the age of nine he made 
his first public appearance as a pianist, and at fifteen com-
ple t ed a successful concert tour of Italy. For a few years 
he studied composition with Meyer-Remy and piano with WiL~elm 
Mayer, who inspired him with a love of Mozart and Bach. After 
three years of concentrated study, Busoni became professor 
of piano at the Conservatory of Helsingfors in 1889, where he 
became acquainted with Sibelius, Grieg, Delius and Mahler. 
The following year, he moved to St. Petersburg, where he won 
the Rubinstein prize, and taught at the Moscow Conservato~. 
During the next few years, the pianist gave extensive 
concerts throughout the United States and continued teaching~ 
this time at the New England Conservatory. During his stay 
in America, he began a sketch for the libretto of the 
Wandering Jew, whose legend has a certain affinity to 
121. 
t 1 Faus • After returning to Europe, he made his home in 
Germany until 1914, during which time he gave extended tours 
throughout Europe, taught advanced piano classes in Weimar , 
and became Director of Liceo Musicale in Bologna, and member 
of The Bologna Philharmonic Ac ademy. 
Belonging to the ultra-romantic schoo l of musicians, he 
introduced many new composi tions to the public, especially 
those of d'Indy. Although he never met Liszt, he carried 
on the latter's piano teaching tradition in h is own school 
and championed his music religiously; Liszt's i nfluence upon 
Busoni can readily be seen in his piano concerto. During his 
later years , Busoni 's music showed marked influence of Bach, 
Beethoven , and particularly Mozart , to whose operatic ideals 
he adhered. By a thoroughgoing rejection of Wagner and his 
style of music, Busoni soon became an important figure in the 
neoclassic movement. Edward Dent describes his music as being 
condensed, completely objective , unromantic, contrapuntal. 
complex and varied in its harmonic tendencies, and remote from 
the familiar ideas of tonality ; "it moves on a place of spiritual 
experience far beyond that of even the greatest musical works 
for the stage."2 
lEdward J. Dent, Ferruccio Busoni (London: Oxford 
University Press, 1933), p. 2qo. · 
2 ~., P• 291. 
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Although Busoni round it hard to gain recognition as a 
composer (though he preferred that field to perrormanoe), 
he matured musically during his years in Berlin; he continu-
ously aided younger music aspirants, and composed and conducted 
with great vitality and exuberance. By 1920, Berlin had ac-
cepted him in both capacities and he was appointed to a chair 
at the Academy of Artsa Egon Petri , one of the world's out-
standing pianists today, was Busoni •s most distinguished pupil, 
and, later, interpreter of his music . 
Having been greatly indebted to . his father for having 
"kept me strictly to the study of Baeh,"3 Busoni made numerous 
adaptations of the old master's music , as well as transcrip-
tions of Mozart ' s works and several Paganini: oaprices. His 
interpretations , and style of piano playing, were often criti• 
cized; those people not understanding his philosophy of music 
openly stated that his work lacked spontaneity.~ 
Despite opposition, Busoni went on to become one of the 
greatest pianists of his day, a seholar , composer, philosopher , 
and, in truth, an international figure . Phillipp Jarnaeh, 
his Spanish pupil who completed Doktor Faust after Busoni •s 
3A. L. Bacharach ·: (ed. ), "Busoni," The Music Masters; 
The Twentieth Century {London: Penguin Book A 391, 19$7), 
IV, P• 55. 
!~Bernard ' Van Di eren, "Bus oni," Down Among the De ad Men 
(London: Oxford University Press, 1935), P• 26. 
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death, heartily championed his music, but suggested that many 
of his compositions, because of their intellectual characteris-
tics , would not appeal to the public. This statement can be 
considered true in the light of the fact that very little of 
Busoni 's music is known or heal'd today. 
This very gifted musician, born a virtuoso, was not 
only a prolific composer, but a literary scholar; aside from 
Doktor Faust , he wrote twelve other libretti, critical essays , 
prefaces to his own operas, and numerous poems. His other 
three operas were The Bridal Choice (E.T.A. Hoffmann), Turandot, 
a Chinese tale, and Harlequin or The Windows, a theatrical 
capriccio. Among his other compositions were four orchestral 
suites , music for organ and piano solo, songs with piano 
accompaniment, chamber music, two choral works, one piano 
concerto with chorus, and transcriptions of music of Chopin, 
Brahms, Bizet, Mozart , Liszt and, most noteworthy, Bach . 
Busoni , who dreaded being called a "popular virtuoso," 
was a lonely man, had few friends, and was constantly being 
disturbed by news seekers and exploiters. Realizing his 
own musical talents, he independently, with veiled sarcasm 
and a1most elegant irony, dedicated himself to his music. 
Rather than sharing with society his work and private life, 
Busoni is known today through copious and vivid letters to 
his friends' correspondence which reveals a humorist, a hard 
worker,and a brilliant and versatile musician. 
Busoni was secretive about his work on Doktor Faust, 
declining to discuss it outside his immediate family. In 1910, 
he first began thinking about the opera; his diary during that 
year contains snatches of his ideas on the subject: "Faust -
from a literary po.int of view too difficult, owing to compari-
son with Goethe. Or else it would have to be something quite 
new." In his mind, Faust was the gallant knight - the man who 
could work miracles. Busoni often felt that he was "wasting 
time like Faust at Parma" while composing Part One.5 
After dropping the subject for a while and considering 
an opera based upon Merlin, in 1914, "suddenly everything 
came together like a vision, ••• n6 There would be no mono-
logue about Faust•s studies; he would assume that the Gretchen 
episode was over, and the main part of the action would take 
place in Parma at the garden festival. 
Busoni did not live to finish the music or hear the first 
performance in Dresden in 1925; the music was completed through 
Faust•s final monologue and the libretto was entirely Busoni•s 
work. Although most of his pupils were unable to compose in 
the proper style, after much pressure, Jarnach was persuaded 
to complete the work after Busoni's death in July, 1924• The 
-Snent, £E.• ill.•• PP• 293-4• 
6Ibid., P• 29 5. 
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opera was received with respect rather than with enthusiasm 
and not more than four perrormances were given. After the 
initial production, the opera was presented very rarely, the 
first Italian performance not taking place until 1942 in 
Florence. 
In the preface to his opera, Busoni explained his philo-
sophy of music drama - that an opera must be a complete and 
self-sufficient musical composition, not dependent upon its 
libretto, but using words and action as the basis or scaffold-
ing of its musical form.7 
He recorded the history and the theory of his opera in a 
prologue in verse which forms part of the p~inted libretto; 
a long prose preface to the score, which was printed for the 
first time in Ausblick, the magazine of the Dresden State 
Theater, in May 1925, even more fully explains his philosophy. 
A translation of the .second verse of the prologue sums up his 
theory of opera in general: 
The stage exhibits the gestures of life, but it 
hears plainly the mark of unreality. If it is 
not to become a distorting mirror, it must act 
fairly and truly as a magic mirror. Grant that 
the stage only lowers the values of what is true, 
it can then do full justice to the incredible, and 
though:·.you may laugh to drama judging it as reality, 
it will compel8you to seriousness if you regard it as mere play•" 
?Bacharach, ~· ~., P• 6o. 
Bnent, 2£• £!!., PP• 296-7. 
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Busoni ends the prologue with the reminder tha-t his opera is 
£rankly and undisguisedly a puppet-play by origin. Because 
of its remoteness from everyday sentiment, the figures in 
the drama say and do only what is necessary; the parts do 
not have to be elaborated with subtle touches. As his opera 
loses in "humanity," it gains in austerity and dignity. 
As the curtain opens, a painted backdrop is seen showing 
a puppet stage; everything is dim and vague. The orchestral 
prelude is an impressionistic study of distant bells, and as 
the prelude ends, an actor rises from a trap door in front of 
the backdrop and recites the prologue in verse. 
Doktor Faust is the summing up of Busoni's life work; 
magic and the devil were mere symbols for deeds and thoughts 
Which were impossible to express in words. His Faust des-
cribes himself as "Master of thought, slave to instinct, 
exhausting all things, finding no answer."9 Faust as the 
magician was Busoni as an interpreter (of Bach, Mozart, or 
Beethoven); Faust with the students was Busoni always sur-
rounded by people; when Helen escaped, Busoni believed that 
"Man is not able to attain perfection. Then let him strive 
according to his measure and strew good around h~ •••• Life 
smiles w1 th promise." Busoni was always hoping for a new 
and better beginning. Both he and Faust sought experience 
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and both men discarded those fruits of earlier experience 
which in the course of time had come to lose their appeal. 
The principal characters of the opera are: Faust 
(baritone), Wagner {bass), Mephistopheles (bass; appearing in 
six forms), the Duke and Duchess of Parma, a soldier (a girl's 
brother), three students of Cracow, four students in Wittenberg, 
and tive spirits. 
The opera is divided into nine sections, the first being 
the Symphonia, 140 measures in length. Excerpt No. 1 illus-
trates only one of the many moods created in the Symphonia; 
this first part, introduced by the cello, horns, and harp, 
lends a somber and melancholy atmosphere to the setting in 
Faustts study. Each succeeding section changes key and time 
values with startling rapidity; i.e., 12/8, 15/8, 18/8, back 
to 12/8, 9/8, etc. No. 2 is perhaps the most melodic and 
tonal of all the sections; the violin solo, sweeping over 
chromatic chords in the lower strings, creates an impression-
istic feeling. One of the first real tonal cadences occurs 
on page 7 (measure 106) - C major. 
The Chorus (No. 3), singing "Pax" in the background, 
is in six parts and accompanied by the horns, low strings, 
and the glockenspiel; there is very little melody, no voice 
moving any further than a third. The harp ends the Symphonia, 
soaring over a sustained C major chord. 
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In Prologue I (Faust's study), Busoni•s constant use 
of cross relationships is tmmediately seen in the introduc-
tion to the scene, the trombone, horn, and drums playing 
against the flute (No. 4>. In this scene, three students 
present Faust with a book on magic, along with a key and letter. 
An eerie effect is assumed by the introduction to Pro~ogue 
II (No. 5), portrayed by the viola and harp. At midnight, 
Faust calls up the spirits, sending away any who are slow in 
arriving; Mephistopheles alone remains (No. 6). In part, 
Faust requests the Devil te 
Give me for the rest of my life the un-
conditional fulfillment of every wish; let me 
embrace the world •••• let me understand the 
actions of mankind; give me genius, pain, 
too - make me free." 
.• 
As he signs the pact with the Devil, a Credo, Gloria, Alleluia, 
and then Easter bells are heard. 
The next scene, entitled Intermezzo, takes place in a 
Cathedral; the organ dominates the whole episode. As the 
soldier (a girl's brother) prays that he may find her seducer 
(Faust) and kill him, the organ, with majestic, sustained 
notes,accompanies him (No. 7). 
As the scene progresses, the organ solo becomes continually 
more dissonant, contrapuntal, and expressive (No. 8). Mephi-
stopheles, dressed as a monk, points out the soldier to Faust, 
and together they have him killed. 
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The main part of the opera, Act I, is divided into two 
scenes, in Par.ma and back in Wittenberg. At the Parma festi-
val, Faust conjures up various people all resembling himself 
aruL :the Duchess. As the .Duchess declares her love for Faust, 
the Devil urges him to leave before the Duke creates a scene. 
As excitement grows, Busoni introduces an insistent figure 
which runs through most of the scene (No. 9). This figure 
again reappears in Act 2, toward the end of the opera. 
In Wittenberg, Faust discusses philosophy with the students, 
and arouses anger between the Protestants and Catholics. As 
Faust quotes Luther to the students, they begin praising wine 
and woman, using the hymn tune "Ein feste Burg" to accompany 
the tex t in both Latin and German. 
In the last act (Aet 2), Faust is now an old man, ~­
poverished and terrified of death. He is an outcast among 
people, having performed many evil deeds; his position at the 
university has been usurped by Wagner, who is on his way to 
make an inaugural speech as the new rector. The students 
request the return of the book of magic, the letter and key, 
but as Faust admits he has destroyed them, they warn h~ that 
death is near. The Duchess, now a beggar, appears, giving 
Faust her child. As she vanishes, Faust enters the Cathedral 
to pray, only to see Helen (of Troy) before him, instead of 
Christ. She too vanishes, only to leave him in greater despair. 
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Busoni ended the opera at this point; Jarnach carried on 
the action as Faust, unable to pray, endeavors to give the 
child his own personality. With the hope that the child will 
continue his (Faust's) existence and activity, and will carry 
out what Faust has left undone , the philosopher dies. As the 
spirit of the youth rises from Faust and goes joyfully through 
the town, Mephistopheles (as the Watchman) in No. 10, asks 
skeptically, "could this man have been happy" ("Sollte dieser 
Mann ver un glucht sein"). 
Thus, symbolically, mystically, and in the atonal, dis-
sonant musical expression of the twentieth century, Busoni's 
opera, Doktor Faust, combines the simplicity of the puppet 
play with the agony of Marlowe's tragedy. 
CHAPTER IV 
CONCLUSION 
The development of the Faust saga, both in music and 
literature, has expanded considerably since the first tale of 
Johann Faust came to light in the early sixteenth century; as 
long as man continues the struggle within himself between good 
and evil, and attempts to solve the riddle of life and eter-
nity, the artist will continue to have interest in the Faustian 
man and will seek to interpret the struggle in the medium most 
appropriately able to illustrate his philosophy. Since it is 
probably that this struggle will persist in the centuries to 
came {although the protagonist may change identity), new litera-
ture and new musical compositions will be written, each attempt-
ing to explain man's dilemma. 
If one disregards the character of Faust and the tales 
concerning him, for the moment, the essence of the struggle 
reaches back before the birth of Christianity. Early religious 
men sought the same answers to the age-old problems; granting 
their importance in the early development of the Faustian saga, 
in all its many ·. aspects, it is easy to see why the artist has 
placed so much emphasis on a s,piritual interpretation of the 
struggle for truth. It is quite true that many composers turned 
out works only as a means of making a living, with no thought 
to express their innermost feelings; in the compositions des-
cribed in this thesis, however, to a smaller or greater extent, 
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each man has striven to musically explain his personal re-
action to the Faustian struggle. 
The medium through which he interprets the saga should 
be his own choice, just as the literary source he chooses to 
illustrate should be the revealing of his personal interpreta-
tion of the problems involved. In each ease again, the composer 
has chosen a medium which most appropriately illustrates his 
particular musical prowess and, at the same time, expresses 
in musically personal te~s his interpretation of Faust. Each 
composer under discussion has selected a particular literary 
source on which to base his work; within that source he has 
gleaned certain sections, passages or whole acts (or stanzas) 
as the extracts which most poignantly (to him) describe the 
essence of the Faustian struggle. 
Whether purely for art's sake or a deeper desire to ex-
plain this ancient problem, countless composers have written 
works based upon some source of Faust; since the majority of 
composers was vitally intrigued with at least one of the four 
literary interpretations set forth in Chapter 2, it is not 
surprising that most of the works were written in the nineteenth 
century (a few important works were written in the twentieth) , 
after those literary sources had been thoroughly digested and 
appraised. 
The earliest composition (according to Appendix B of this 
thesis) was completed in 1810 by the German-born, Karl F. Zelter. 
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As is true of most of the incidental music written for stage 
productions, Zelter•s work is an example of a composition making 
no attempt to musically interpret the literary source - here, 
Goethe 's poem. 
Such music written to accompany stage plays was plentiful 
in the nineteenth century, a time when numerous productions of 
Faust, both stage drama and occasionally a puppet play, enchanted 
the public throughout Europe; however , it was the Faust of 
Goethe, and to a lesser degree, that of Marlowe, which at-
tracted the most attention. 
Much incidental music was written to accompany either t he 
whole drama or certain sections; a few examples of these com-
positions are: Faust at the Emperor• s court (Eberwein), Part :· 2 
of Goethe's poem (Pierson), several compositions to accompany 
a stage production of Goethe's drama - 25 numbers (Radziwill), 
and Zelter, who composed settings for Goethe's cathedral scene, 
the Easter promenade, and the "King of Thule." 
Only a few composers wrote incidental music to accompany 
both parts of Goethe's drama; such men were Salmhofer (b. 1900) 1 
Seiber (b. 1905), Lassen (1830-1904-) . A musical score written 
to accompany both parts of Goethe's masterpiece would, of course, 
be a tremendous undertaking, whether or not it was musically 
interpretive. 
The cantata was another popular musical form pertaining 
to the subject of Faust; again the majority of the compositions 
depicted Goethe ' s drama . Among the most notable are cantatas 
by: / ' Lili Boulanger, Faust et Helene; Claude Delvinoourt, Faust 
, ' et Helene; Felix Draeseke, Easter Scene from Goethe's Faust; 
Emile Mathieu, La Derniere Nuit de Faust; Jan van den Eeeden, 
Faust•s laatste nacht; and Jacques Gregior, Faust - all these 
compositions ranging from the early to late nineteenth century. 
In most cases, the cantata described only a small part or one 
scene of the chosen source . 
To varying extents , the composers of the purely orchestral 
composition (the overture, primarily - excluding incidental 
music) interpreted the main character, Faust , much as Wagner 
did in his Faust Overture ~ through the development of themati• 
material . Rarely did the composer (aside from Liszt) attempt 
to portray more than one character; only occasionally, a particu-
lar scene (rather than character) was described entirely by 
instrumental means and thematic development . Examples of these 
two types of compositions are: Ginastera•s Faust (an overture); 
Hatton's Faust and Marguerite: Kistler's Faust (termed a 
symphonic drama ) } Koechlin •s Nuit de Walpurgis classique; Lind-
paintner•s Faust (overture); and Anton Rubinstein ' s orchestral 
portrait - Faust. The majority of these orchestral works was 
written in the eighteenth century, with the noticeable exception 
of Ginastera, who was born in 1916. 
In the lighter vein, a few operettas cropped up in the 
late nineteenth century, the most popular compositions written 
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by Herv~ and Gene' in 1869 and 1878, respectively. The former 
work is a parody on Gounod's interpretation of Faust. Joh~ 
Schulz, in the early part of the same eentury,presented dances 
to depict the Faustian legend . 
However, the majority of composers felt that the Faust 
saga should be interpretive, the most popular medium for a 
portrayal being the opera. After Samuel Arnold (the British 
organist) and Karl Hanke (German) presented their operas as 
early as 1793 and 1794, respectively, a host of opera dramas 
flooded the European scene throughout the nineteenth century. 
From 1805 to 1893, numerous composers from various countries 
endeavored to interpret the Faust saga through their operas, 
nearly every composition being based upon Goethe's drama; among 
the many composers were Louise Bertin, Gaetano Donizetti, 
Wilhelm Lutz, Ignaz Seyfried, Sir Henry Bishop (one of three 
collaborators), Luigi Gordigiani, Henri Cohen, Johannes Herbeck, 
Carlo Conti, Gazul Freitas, Michele Ruta and James Clark.l 
lFor further data concerning the above-mentioned and 
additional composers basing their works on the Faust saga, 
see: 
a. Blom Eric ( ed.), Grove's Dictionart of Musi,c and Musicians 
(fifth edition; 9 vols.; London: Macm! ian and Company, Ltd., 
1954). 
b. Dickinson, Edward, "Faust Music for the Stage," Opera 
News, Vol. XVIII, November 30, 1953. 
-
e . Appendix B., P• 167 (within this study). 
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Most of the works in the preceding paragraphs are either 
rarely or not at all performed today; in. many cases the music 
has long since been missing. Nevertheless, it is evident that 
composers during the eighteenth-nineteenth centuries were im-
pressed sufficiently enough by the Faustian saga to create 
their own musical interpretations; whether the compositions 
are pure music or attempts at interpreting a literary source 
is a matter for further individual and analytical study. 
Each of the nine compositions hitherto examined 1n this 
thesis personally interprets a literary source {or sources); 
in nearly every case, the works are a reflection of the creator's 
own life and/or beliefs, and his personal reaction to the 
Faustian struggle. These works can be compared satisfactorily 
when they are divided into the following four categories; rather 
than comparing the works completely according to musical form, 
it is, perhaps, more pertinent to combine (and draw compari-
sons) in this manner: 
A. Liszt and Wagner both interpreted a character (or 
characters) from Goethe's Faust through thematic development 
in orchestral terms only. Very little attempt, if any, was 
made in either work to illustrate a scene; rather, bo th compo-
s itions are character studies . 
B. Mahler and Schumann, by the means of vocal and orches-
tral resources, chose several scenes from Goethe's Faust to 
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illustrate; both composers laid particular emphasis on the 
rinal scene in Part 2 of the drama . striving to interpret 
Goethe's basic philosophy or the relationship between life on 
earth and eternity. Neither composition is a stage production, 
the interpretations emerging from a musical adaptation of 
Goethe ' s own words . 
c. Again us i ng Goethe's drama as the literary source , 
Gounod , Boito , and Berlioz .presented operas, Gounodts version 
alone being entirely concerned with Part 1 or the poem. 
His composition interprets only one phase or Faust's life -
the philosopher's association with Gretchen (Marguerite); 
the opera is a pure ~· lyrie drama. stressing human elements and 
the composer' s own deep religious feelings. 
Boito, i n an intellectual manner revealing the con• 
fliet between good and evil, placed his emphasis on the pro-
tagonist , Meristofele ; his is a philosophical and symbolistic 
interpretation of Goethe ' s drama . 
Berlioz, on the other hand • was interested in the 
fantastic e l ements found in the drama, describing them vividly 
and with tremendous imagination; often details of Goethe ' s 
drama were altered considerably to fit his musical interpreta• 
tion. The composer's intense devotion to nature is clearly 
revealed throughout the opera (i.e •• Faust's "Invocation to 
Nature . " ) 
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Both Berlioz and Boito briefly portrayed Faust at the 
end of his life, although neither attempted to explain Goethe's 
philosophy of eternity, nor musically describe the daath scene 
found in Part 2 of the poem. It is interesting to note that 
in all the works illustrating Faust•s final hours, Berlioz is 
the only composer who depicts the ph:i.losopherts damnation. 
{all the other compositions follow Goethe's interpretation of 
salvation.) 
D. The fourth category is also operatic, this time re-
vealing Busoni and Spohr's interpretations of the medieval 
puppet play (Busoni also illustrates Marlowe's philosophy). 
Both operas convey the atmosphere of a puppet play; little, 
if any, attempt is made at characterization, the action being 
realistic yet stiff, and the plot becoming the all-important 
feature of both works. 
Of the nine works discussed, Spohr's interpretation ~ 
is the least descriptive of personal reflections, either 
through the music or the literary adaptation; his opera, rather, 
creates a desired mood and presents vocal passages merely as 
instruments conveying the libretto's meaning . 
Although Busoni's work is a musical summation of a 
lifetime of composition, the close relationship between. music 
and words attempts to portray the Italian's philosophy of 
music drama, rather than any personal thoughts regarding the 
puppe t play. The literary emphasis is based upon the symbolism 
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found in the Faustian struggle; the action of the opera is 
puppet-like, and, again, the characters do not reveal indivi-
dual personalities apart from the arias they sing. As in 
Spohr's work, a musical interpretation depicting the mood of 
the scene is the more important factor• 
Several general comparis ons between the various composi-
tions (within each category) become immediately apparent. The 
works of Liszt and Wagner not only differ as to individual 
musical style, but as to the way :f.n which the thematic material 
is developed. Wagner, on a small scale, presents themes only 
expressing the one character - Faust , all the themes possessing 
a certain similarity to one another; rather than c ombining 
several themes together, he develops each one individually 
through a varied assortment of orchestral devices. 
Liszt, on the other hand, first placed great emphasis on 
presenting the five distinctive Faust themes (different in mood 
as well as melodic line) separately and the~, partic~larly in 
the development section (First Movement), suggests a close inter-
relationship of ideas by intermingling several themes with each 
other . The various Faustian moods are graphically illustrated 
through the intricate interweaving of these five themes; through 
a skillful execution of several instruments in various combi-
nations, thus creating vivid orcheatral color, a Faust of 
many moods is portrayed . 
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Since Wagner concludes his thematic description :o£ Faust 
at this point, it will suffice to say that Liszt continues 
the orchestral portrait by presenting the Gretchen themes at 
first alone, and later, dramatically combined with the Faust 
themes; again, in the third movement, the distortion o£ the 
Faust themes most eloquently reveals the protagonist•s evil 
e£fect upon the philosopher. 
Although Mahler and Schumann utilize , in ef£ect, the same 
musical resources (instrumental and vocal) to portray Goethe 's 
Faust, the musical emphasis stressed in each work dif£ers 
quite extensively. Mahler, in the more atonal idiom of the 
twentieth century , derives special ef£ects from a constant use 
of the solo instrument, both in the orchestral sections and 
in conjunction with the vocal passages . This skillful combina-
tion of orchestral and vocal resources, in addition to several 
rather unusual instruments in solo or prominent passages (i . e ., 
celeste, harp, mandolin), presents a most dramatic portrayal 
of Goethe ' s philosophy of eternity. It is interesting to note 
that in the most dr·amatic moments , or when Mahler is particularly 
concerned that the Goethe philosophy is paramount, the music 
becomes increasingly dissonant. 
Schumann, in turn, illustrates more of the Goethe poem, 
describing musically Gretchen in her moments o£ despair and 
need, and the death of Faust, in addition to the concluding 
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scene of the poeme In this work, the orchestra is primarily 
used to create a desired mood (as in Part 2, scene 5 the 
"Gray·Women"), and to accompany the vocal passages. As in 
Mahler 's interpretation, both the chorus and aria play an 
important role in revealing Goethe's philosophy of eternity; 
unlike Mahler, however, the orchestral and vocal sections are 
not a unit, but, rather, become complimentary idioms. 
Each of the next thPee operas (category 3) not only in-
terprets Goethe 's Faust, but also reveals clearly the basic 
philosophy beneath that interpretation. In an attempt to 
"amaze, startle, and stun" the world by his music, Berlioz 
does , in truth, utilize every musical means at his command to 
lend a fantastic, yet highly descriptive, mood to his opera. 
His choruses and arias are as dramatic and d~termined as his 
orchestral treatment; the effects he achieves through varied 
orchestral figures graphically describe the scenes {the gallop-
ing motif in the Ride to Pandamonium is one such example) . 
Berlioz's development of thematic material also creates 
the intended mood; strangely incongruous is his parody ttAmen" 
fugue on Brander's theme, clearly illustrating a sacrilegious 
scene. Many times, in an effort to musically describe start-
ling events, the Goethe plot is changed according to the 
composer's whim; i.e., Faust is first seen in Hungary (instead 
of Germany) in order that the Hungarian March could be in-
c'l.uded in the opera. 
In sharp contrast, Gounod stresses the melodic line and 
presents majestic choruses and orchestral passages to illustrate · 
the human elements of Goethe's drama and the composer's own 
religious nature. His intense ' religious feelings are no more 
clearly revealed than in the dramatic and powerful Chorale or 
the Swords and the Cathedral scene. With the intention of 
presenting a pure lyric opera, even the Devil's arias are ex-
pressively melodic (i.e., Mephistopheles• Serenade); the charac-
ter's evil intentions are made lucid only through the orchestral 
accompaniment, and, quite often, by the tone of voice rendered 
by the singer. 
Yet symbolism and musical realism (outstanding traits or 
the "Romantic" period) can also be found in Gounod's work; 1n 
the style typical of his time, to indicate the salvation of 
Marguerite, in the last scene, the music soars continually 
higher, as does the vocal line, each rise symbolically carrying 
her soul toward heaven. A mark of realistic music painting 
is the short descriptive passage in Act 1, scene 2, when 
Mephistopheles conjures up wine. However, it is the lyric 
quality of the opera which so poignantly expresses Gounod•a 
interpretation of the human elements in Goethe's drama. 
Boito chose to illustrate Goethe's philosophical meaning, 
the work dramatically interpreting the Prologue in Heaven, 
rather than the final scenes, of the poem. It is that Prologue 
which receives the most penetrating musical development and, 
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excluding several arias, is the high-point of the opera. The 
rather satirical manner in which Mefistofele addresses God is 
descript ively portrayed by an almost recitative dialogue; the 
choruses, on the other hand, are magnificent, dramatic in 
their proportions, majestic and bold in their harmonies (often 
revealing a close interweaving between major and minor tonali-
ties.) 
Symbolism is once again s een in Boitots final chorus, as 
the trumpet figure from the Prologue, with full orchestral 
accompaniment, triumphantly announces Faust's redemption and 
entrance into heaven. 
Although the three composers place great emphasis on· ·the 
continuity between choral and orchestral passages, it is the 
underlying differences in interpretations which create the 
contrasting mood found in each opera. The style of aria also 
differs extensively in each opera: Gounod's vocal passages 
are completely lyric; the Mefistofele of Boito sings -less 
diatonic and melodic arias, often the musical line being quite 
short and abrupt; Berlioz, on the other hand, uses both types 
of arias, the style depending upon the atmosphere of t he scene 
and the accompanying orchestral effects. 
Spohr and Busoni are musically of two different worlds~ 
one the exponent of early nineteenth century romanticism and 
the other, the atonal idiom of the twentieth century. Yet, 
bec ause of the similarity of interpretation and the literary 
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. ·>source followed, there are certain likenesses in over-all 
mood and character which can be perceived in the two works. 
Both compositions emphasize the aria (or duet, trio, etc.} 
rather than the chorus (as .round in the three operas just dis-
cussed). In addition, both works, in order to suggest the 
atmosphere of a puppet play, through the vocal line, portray 
a mood rqther than a characterization; the orchestral accom-
paniment compliments the vocal line and creates the mood rather 
than musically depleting events or actions of the characters. 
A conspicuous difference, however, between the two works 
i:s readily seen in the type of vocal music used; Spohr stresses 
the ·importance of the multi-voiced vocal passages as a means 
m combine the characters together, while Busoni deals more 
with the aria and recitative, with the orchestral accompani-
ment or solo passages being the combining factor. The earlier 
work is almost entirely vocal, a rather short orchestral 
passage occurring at the beginning and close of each vocal 
section; this gives the impression of short, unconnected, 
single episodes. On the other hand, Busonl achieves a close 
relationship between the vo.cal and orchestral passages, the 
ever-present orchestra merely changing color according to the 
mood of the scene. 
As is natural in the atonal idiom, the vocal line in 
Busoni's work is short, dissonant, and often not melodic; 
Spohr, contrastingly, presents diatonically simple melodic 
lines, achieving variety rrom only occasional skips and dis-
sonances, while it is the orchestral accompaniment which lends 
variety of color to the vocal passages. 
Although each composer has attempted to portray the basic 
literary source of the puppet play, Spohr did not adhere to 
the play, but, rather, incorporated some of the essence of the 
medieval legend, combining the two sources with Goethe's 
philosophy. Busoni, however, follows the puppet play quite 
accurately, and places his emphasis on the literary symbolism 
and basic philosophy found in Marlowe's drama. Both works 
are alike, however, in that they are both puppet plays by 
nature, neither attempting to portray characters or stress 
the human elements of any literary source. 
Within the limits of this thesis, nine representative 
compositions interpreting the Faustian struggle have been 
examined; an attempt has been made to discover the several 
underlying reasons for their creation, to show how closely the 
composer has adhered to his chosen literary source, how each 
composer has musically portrayed that source, and to illustrate 
in general terms the basic differences (or similarities) between 
the various works, both in their literary and musical con-
ceptions. 
Since each work is a musical interpretation of a composer•s 
personal evaluation of the Faustian struggle, a smaller, and 
J.46. 
more general, degree of importance has been placed on a tech-
nical compa~ison of these works. The compositions, both in 
musical style and emphasis, differ quite extensively from one 
another; however, the dissimilarities do not lie only in a 
strict musical analysis, perhaps the more vivid differences 
existing in the over-all musical tenors of each interpretation. 
This thesis, therefore, has attempted to show, in each section 
of Chapter 3, the close unity between a man's music and a 
literary source; it has endeavored to reveal how each composer, 
through musical composition, has reflected and inculcated his 
personal thoughts into what he believes to be the most impor-
tant aspects of the Faust saga. 
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MUSIC EXCERPTS 
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156. 
EXCERPI'S FROM FAUST (SPOHR) 
Note: All excerpts are taken from: Fausto, dramma in 2 Atti. 
(Piano-vocal score, Paris: Maurice Schlesinger, 
Italian-German) 
ACT I: 
No. 1. Page 10, meas. 1•3: 
No. 2. Page 19, meas. 9•12: 
No. 3. Page 22, meas. 4-8: 
No. ~. Page 27, meas. 14-18: 
No. 5. Page 62, meas. 5-7: 
ACT II: 
No. 6. Page 87, meas. 1-5: 
No. 7• Page 10~, meas. 1-6: 
No. B. Page 104, meas. 11-16: 
No. 9• Page 106, meas. 8-10: 
No. 10. Page 108, meas. 2-4: 
Introduction to first duet, 
scene 1. 
Wolaldo•s Aria (Wohlhaldt), 
scene -3. 
Duet: Faust and Rosina 
(Roschen), scene 4• 
Duet: Faust and Francesco 
(Franz), scene 7• 
Trio: Rosina, Francesco, 
Mephistopheles, scene 13. 
Introduction to Act - Blockes-
burg, scene 1. 
Church Organ Solo, scene 4• 
Four-part Chorus. scene 4• 
Rosina's aria - Cavatina, 
scene 5. 
Faust's aria, scene 9• 
ACT III: (according to libretto only) 
No. 11. Page 142, meas. 8-11: 
No. 12. Page 184, meas. 4-6: 
Mephistopheles' aria, scene 1. 
Spirits• chorus, scene 9• 
--------------------------------sPuHH----------------------------~ •• ~--------~ 
SPOHR 
II 
EXCERPI'S FROM EINE FAUST-QUVERTURE (WAGNER) 
Note: . ., All excerpts are taken from: Eine Faust-Ouverture. 
London: Edition Eulenburg, No. 671 (orchestral score) 
Each exoerpt describes the character of Faust (Goethe's poem 
Part I) 
No. 1. Page 3, meas. 1-3 
No. 2. Page 8, meas. 5-1 
No. ). Page 21, meas. 4-11 
No. 4· Page 43. meas. 3-6 
------------------------~------------~·aul~~~--------------------------------------------------------~ 
·158. 
EXCERPTS FROM THE DAMNATION OF FAUST (BERLIOZ) 
Note: All excerpts are taken from: The Damnation of Faust. 
Boston: Oliver Ditson and Company. (piano-vocal score, 
English} 
PART I: Scene 1 
No. 1. Page 1, meas. 1•4: 
Scene 2 
No. 2. Page 8, meas. 9•14: 
Scene 3 
No. 3. Page 21, meas. 8·10: 
Introduction, the Plains of 
Hungary. 
Dance of the Peasants. 
Hungarian March. 
PART II: Scene 4 • North of Germany, Faust's Study 
No. 4• Page 27, meas. 1-4: 
Scene 6 .. Auerbach's 
No. 5. Page 49, meas. 3-6: 
Faust's Aria -despondent 
about life. 
Cellar 
Students' "Drinking Song." 
·-
-
No. 6. Page 57·58, meas. 11•17: Brander•s'~ong of the Rat." 
·-
No. 1· Page 63, meas. 7•12: Fugue on "Amen;" Brander's 
entrance. 
No. 8. Page 68, meas. 14•17 "Song of the Flea" - Mephis-
topheles. 
Scene 7 - Meadow on the bank of the Elba 
Page 105, meas. 1•3: Ballet of the Sylphs 
PART III: Scene 11 .. Marguerite's Chambers 
No. 10. Page 140, meas. 4~8: 
Scene 12 
No. 11. Page 147, meas. 1•2: 
No. 12. Page 154, meas. 3~6: 
Marguerite's aria .,. "King 
of Thule.'' 
Minuet of Will•o•the•Wisps. 
Serenade with Chorus w 
Mephistopheles. 
PART IV: Scene 15 
No. 13. Page 189, meas. 11•15: Marguerite t s 11Romance." 
BEELIOZ a. 
------.-----------~------------------------------------------~-----------cL7~~ l~.L \JZJ • 
160. 
EXCERPrS FROM SZENEN AUS GOETHE'S "FAUST" (SCHUMANN) 
Note: All excerpts are taken from: Scenes from Goethe's Faust. 
Trans. Louisa Vance. London: Novello, Ewer and Company, 
187?. (piano-vocal score, English) 
PART I: Scene 1 .. The Garden 
No. 1. 
No. 3. 
Page 8, meas. 6~8: Faust's aria, "My angel, tell 
me truly." 
-
Scene 2 - Gretchen Before the Image of the Mater 
Dolorosa 
Page 15, meas. 2•5: 
Scene 3 ~ The Cathedral 
Page 19, meas. 8• 12: 
Gretchen's aria, "O crowned" 
Evil Spirit, "How diff'rent, 
Gretchen." 
PART II: Seene 4 - Landscape at Sunrise 
Page 33, meas. 13•17: 
No. 5. Page 53, meas. 8-11: 
Ariel's aria, "Sprites, o•er 
this head in airy circles 
. .flitting." 
-
Faust's aria, "Thus is it ever 
if the hopeful minded." 
Scene 5 - Midnight within the Palace 
No. 6. 
No. 1· 
No. B. 
Page 58, meas. 24-26: 
Page 71, meas. 13•19: 
Scene 6 -Faust's Death 
Page 75, meas. 6-10: 
PART III: Scene 7 
Section 5: 
No. 9• Page 130, meas. 1-8: 
Want's aria, "As •want, • do 
men know me." 
Care's aria, "For most part, 
men through all their lives 
are blind." 
Mephistopheles' aria, "Come 
here, come in." 
Dr. Marianus• aria, "Free is 
the prospect here." 
PART III: Scene 7 (cont .) 
Section 6: 
No. 10. Page 134, 
No. 11. Page 141, 
meas . 1-4: 
meas. 5-10: 
Dr. Marianus and Choir, "Thou, 
0 Purest, Holiest." 
Gretchen's aria, "Crowned, with 
Praise unbounded." 
Section 7: 
No. 12. Page 148, meas. 1-2: Double Choir, The Chorus 
Mysticus: · "All that doth 
pass away, is but a fable" 
Alles Verg'angliche 
All that doth pass away, is but a fable, 
All that eludes is made, here, true and stable; 
The indescribable, here is it well done, 
The Ever-Womanly beckons us on. 
SCHUMANN a 
--------~-------------------scHO~NN'~-----------------------------~.~----------~ 
162 . 
EXCERPTS FROM EINE FAUST-SYMPHONIE (LISZT) 
Note: All excerpts are taken rrom: 
Leipzig: Edition Eu1enburg, 
FIRST MOVEMENT: Faust 
No. 1. Page 1, me as. 1-3 
No. 2. Page 1, meas. 3-5 
No. 3. Page 9, meas. 6-9 
No. 4· Page 20, meas. 2-5 
No. 5. Page 45, meas. 1-4 
SECOND MOVEMENT: Gretchen 
No. 6. 
No. 1. 
Page 122, meas. 11·13 
Page 130, meas. 8-10 
THIRD MOVEMENT: Mephistopheles 
No. 8. Page 190,191, meas. 6-9 
Eine Faust-SI!Ehonie. 
No. 447• 
Llti~'l' 
EXCERPTS FROM FAUST (GOUNOD) 
Note: All excerpts are taken from: Faust. New York: G. 
Schirmer, Inc., 1902. (piano-vocal score, French-
English) · 
ACT I: Scene 1 -Faust's Study 
No. 1. Page 7, meas. 17-18: 
ACT I: Scene 2 - The Street 
No. 2. 
No. 3· 
No. 4. 
No. 5. 
No. 6. 
Page 56, meas. 9-10: 
Page 63, meas. 9·12: 
Page 70 1 meas. 13: 
Page 76, meas. 1-4: 
Page 77-78, meas. 6-8: 
ACT II: Marguerite's Garden 
No. 7• Page 104, meas. 17-20: 
No. 8. Page ll4, meas. 4-6: 
No. 9. Page 120, meas. 6-7: 
No. 10. Page 127, meas. l3-i6: 
No. 11. Page 159, meas. 11-12: 
ACT III: Scene 2 - The Street 
No. 12. Page 206, meas. 8-11: 
No. 13. Page 227 1 meas. 5-7: 
ACT IV: The Prison 
No. 14~ Page 291, meas. 1-3: 
Faust contemplates suicide. 
Valentine's aria of farewell. 
Mephistopheles• aria, "Calf 
of Gold." . 
Mephistopheles conjuring 
up wine. 
Choras of the Swords. 
Religious organ chorale. 
Siebel's aria - "The Flower 
Song." 
Faust's aria- Cavatina. 
Marguerite - "King of Thule". 
Marguerite - "Jewel Song." 
Duet between Faust and 
Marguerite. 
Soldiers• Chorus. 
Mephistopheles' Serenade. 
Trio: Marguerite, Faust, 
arid Mephistopheles. 
liu u.rwv 
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EXCERPTS FROM MEFISTOFELE (BOITO) 
Note: All excerpts are taken from: Meristoreles. Milan: 
G. Ricordi and Company. (Piano-vocal score, Italian-
English) 
PROLOGUE IN HEAVEN: 
No. 1. 
No. 2. 
No. 3. 
No. 4. 
No. 5. 
No. 6. 
Page 1, meas. 2-6: 
Page 4, meas. 6-8: 
Page 10, meas. 3-5: 
Page 14, meas. 15-20: 
Page 16, meas. 2-4: 
Page 32 1 meas. 5-11: 
rhythm used throughout opera. 
melody used throughout opera, 
symbolizing heaven, good, etc. 
introduction to Meristorele•s 
aria; light-hearted, bantering. 
Mefistofele mocks humanity. 
rhythm from No. 1 - "Knowest 
Thou Faust" 
Penitents• Lament 
ACT I: Scene 2 - Faust's Study 
No. 7• 
No. 8. 
No. 9· 
ACT II: 
No. 10. 
No. 11. 
No. 12. 
ACT III: 
No. 13. 
Page 79, meas. 1: 
Page 82, meas. 10-12: 
Page 84, meas. 17-21: 
Scene 1 - The Garden 
Page 1027 meas. 3-8: 
Faust's excitement upon seeing 
Mefistofele 
Mefistofele's aria- "Spirit 
Who Denies" 
Meristofele•s aria -biting 
satirical, words against 
all humanity. 
Meristofele mocks all womanhood 
Scene 2 - Witches• Sabbath 
Page 137, meas. 8-13: Mefistorele demands recognition 
as king 
Page 145, meas. 20-23: nEcco 11 mondo" - Mefistorele 
The Prison - Margherita•s Death 
Page 179, meas. 5-8: Margherita•s Lament - "Ltaltra 
notte" 
BOITO a. 
.OU~'l'U 
.I:SO~'l'O c. 
EXCERPTS FROM SYMPHONY NO. 8 (MAHLER) 
Note: All excerpts are taken from: Achte Symphonie. Vienna: 
Universal-Edition, 1911. (orchestral score, in German) 
PART II: 
No. 1. 
No. 2. 
No. 3. 
No. 4~ 
No. 5. 
No. 6. 
No. 7• 
No. 8. 
Page 75, meas. 2~5: 
Page 86, meas. 8-10: 
Page 90, meas. 13~16: 
Page 95, meas. 1-3: 
Page 126, meas. 1~4: 
Page 130, meas. 1~3: 
Page 135, meas. 5-10: 
Page 148, meas. 11-14: 
No. 9• Page 151, meas. 10-13: 
No. 10. Page 166, meas. 2-5: 
No. 11. Page 184, meas. 3-11: 
No. 12. Page 186, meas. 5-11: 
Orchestral introduction. 
First Chorus (2 choirs). 
Baritone Solo - Pater 
Ecstaticus 
Bass Solo - Pater Profundus. 
Tenor solo - Dr. Marianus 
(with chorus). 
Dr. Marianust Solo. 
Dr. Marianus and Chorus (Basses) 
Spprano solo - Magna 
Peccatrix. 
Alto solo - Samaritan Woman. 
Soprano solo - A Penitent {Gretchen} 
Soprano solo - Mater Gloriosa. 
Dr. Marianus. 
No. 13. Pages 209-210, meas. 14-18: Chorus Mysticus - "Alles 
Verg'angliche." 
• 
------------------------------------~-----------m~~ 
166. 
EXCERPTS FROM DOKTOR FAUST (BUSONI) 
Note: All excerpts are taken :from: Doktor Faust. Leipzig: 
Edition Breitkop:f, Nr. 5289, 1926. (plano-vocal 
score, German) 
INTRODUCTION: Symphonia 
No. 1. Page 1, meas. 1-7: 
No. 2. Page 6, meas. 97-98: 
No. 3. Page 8, meas. 121: 
PROLOGUE I: Faust • s Study 
No. 4• Page 13, meas. 2: 
Introduction to opera -
cello, harp, and horn. 
Melodic section within 
Introduction. 
"Pax" sung by Chorus - omit-
ting Bass I and II. 
Introduction to Prologue, 
indicating use o:f cross-
relationship. 
PROLOGUE II: Faustts Study at Midnight :' 
No. 5. Page 31, meas. 1-2: 
No. 6. Page 36, meas. 92-96: 
INTERMEZZO: Scene 3 - Cathedral 
No. 1· Page 105, meas. 1-5: 
No. B. Page 109, meas. 130: 
ACT I: Scene 1-Parm.a 
No. 9· Page 123, meas. 1: 
ACT II: Street in Wittenberg 
No. 10. Page 319, meas. 672-674: 
Introduction to Prologue, 
use o:f viola and harp to 
create mood. 
Faust's aria summoning Lucifer. 
Majestic, sustained organ solo. 
Contrapuntal organ solo 
:following Soldier's Aria. 
One of sixteen measures o:f 
repeated rhythm, occuring 
again in Act II. 
The "Nacht Wachter" (Mephi-
stopheles) gazing at the 
dead Faust; in speaking 
voice. 
BOSONI 
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APPEliDIX Be 
SUPPLEMENTARY LIST OF MUSICAL COMPOSITIONS 
BASED UPON FAUST 
l67 . 
168. 
GOETHE: 
Alnar,_ Hasan Ferid (1906), Turkish. Goethe's Faust, 
Incidental music for chorus and orchestra, based 
mainly on modes and rhythms of Ottoman art music.l 
2. Arnold, Samuel (17~0-1802), British. Harlequin, Dr. 
Faustus 1 opera. 
3. Barbier, Jules (1825-1901), French. Le faux Faust, opera. 
6. 
8. 
10. 
11. 
Bard!, Benno (1890), German. Goethe's Faust, incidental 
music (primitive .version). 
/ Beancourt {nom de plume for M. Stephan) (1880), French. 
Faust, opera. · 
Berger, Wilhelm (1861-1911), German. Euphorion, for 
soloists, chorus, and ol'chestra. 
Bertin, Louise Ang~lique (1805-1877) 1 French. Faust, 
opera. 
Bishol, Sir Henry (1786-1855), British. Faustus, 
inc dental music. 
Blum, Karl Ludwig (1786-1844), German. Dr. Johannes 
-"Faust, opera. 
Boulanger, Lili (1893-1918), French. 
cantata. 
Bungel't, August (1845-1915), German. 
lncl~ental music. 
/ ..... Faust et Helene, 
Goethe's Faust, 
12. Clarke, James H. s. (1840-1912), English. Faust, opera. 
]3. Cohen, Henri (1808-1880), French. Faust et Marguerite, 
opera. 
1The data in Appendix B has been compiled from: 
Eric Blom (ed.), Grove's Dictionary of Music and Musicians {fifth edition; 9 vo1s; London: Macmillan and Company, Ltd., 
1951+). . . . 
Edward Dickinson, "Faust Music for the Stage 1 " Opera News 1 
XVIII (November 301 19531. 
169. 
14• Conti, Carlo (1796-1868), Italian. Me~isto~ele, opera. 
15. 
16. 
17. 
18. 
Delvinoourt, Claude (1888-195~), French. 
cantata. 
Diepenbroek, Alphons (1862-1921), Dutch. 
Incidental music. 
Donizetti, Gaetano (1797•1848), Italian. 
~ ' Faust et Helene, 
Goethe's Faust, 
Fausta, opera. 
Draeseke, Felix (1835-1913), German. Easter Scene ~rom 
~oetne's Faust, cantata. 
Eberwein, Karl (1786-1868), German. Faust at the Court 
of tne Emperor. 
20. Eeden, Jan van den (18~-1917), Flemish. Faust's laatste 
nacht, cantata. 
21. Genee, Franz F. (1823-1895), German. Der Moderne Faust, 
operetta, 
22. Ginastera, Alberto (1916), Argentine. Goethe's Faust, 
overture. 
23. Gordigiani, Luigi (1806-1860), Italian. Fausto, opera. 
26. 
27. 
Gregior, Jacques (1817-1876)~ Belgian. Faust, cantata. 
Hanke, Karl (1754-1835), German. Dr. Faust ZaabergUrtel (Magic Girdle), opera. 
Hatton, John (1809-1886), English. Faust and Marguerite, 
overture and entr•acts, 
Henze, Hans (1926), German. Chor ge~angener Trojer, for 
chorus and orchestra. 
28. Herv~, F. R. (1825-1892), French. Le Petit Faust, 
operetta, parody on Gounod. 
30. 
32. 
Hofmann, Casimir (1842·1911), Polish. Faust, incidental 
music, 
Kistler, Cyrill (1848-1907), Gennan. Faust, symphonic 
music drama. 
Koechlin, Charles (1867-1951), French. Nuit de Walpurgis 
classique, Op. 38, symphonic poem. 
Lassen, Eduard (1830-1904), Danish. Goethe's Faust, 
(Parts 1 and 2), incidental music, 
39· 
170. 
Lazzari, Sylvio (1857-1944), Austro•Italian. Faust, 
incidental music. . 
Lindpaintner, Peter Joseph von (1791•1856), Ger.man. 
. Paust, overture and incidental music. 
Litolff, Henry c. (1818-1891), German. Scenes aus Goethe's 
. Faust, Op. 103. 
Lutz, Wilhelm (1822·1903), Ger.man. 
-
Faust and Marguerite,, 
opera. 
' La Derniere Nuit Mathieu, Emile (1844-1932), Belgian. 
de Faust, cantata. . 
Mihalovieh, Odon ( 1842-1929) 1 Hungarian. Faust overture 
for plano duet; Faust Fantasy; Eine Faust-Phantasle tfu. 
grosses Orehes'ter, symphonic poem. 
MUller, Wenzel (1767-1835), Moravian. Dr. Faust's Mantel, 
opera. 
Paum.gartner, Bernhard (1887), Austrian. Faust , incidental 
muSic. 
Pierson, Heinrich (1816-1873 )1 English (Ger.manized). 
Musik zu Goethe's Faust , Part II, Incidental musi c . 
Radziwill, Prince Antoni H. (1775-1833)1 Polish. Comlosition~ 
?or Goethe's dramatic poem of Faust, incidental mus e. 
Raimondi, Pietro (1786-1853) 1 Italian. Il Fausto Arrivo. 
Reissiger, Karl G. (1798-1859) 1 German. Faust, incidental 
music for Part II. 
45. Rietz, Julius (1812•1877), German. Faust, i ncidental music. 
46. Rub<i,natein, Anton G. (1830-1894) 1 Russian. Faust, Op. 68, 
orchestral por trait. 
Ruta, Michele (1827·1896) 1 French. Faust, opera. 
Sa1Mhofer, Franz (1900), Austrian. Faust, Parts I and II, 
Incidental music. . 
Schillings, Max von (1868-1943), German. Faust, Part I, 
Incidental music. 
50. 
171. 
Schlosser, Louis (1800-1886), German. Faust~ incidental 
music. 
51. Schulz, Johann J.P. c. (1773•1827) 1 German. Faust, 
overture and dances. 
Seiber, Matyas (1905), British of Hungarian origin. 
Faust, Parts I and II, incidental music. 
Seyfried, Ignaz .Xavier (1776-1841), Austrian. Faust-
Eine dramatische Legende. 
Strauss, Josef' (1793-1833), Austrian. Faust's Life and 
Deeds. 
Tomasek, Vaclav (1774-1850), Czech. Faust, scenes. 
Tournemire, Charles (1870•1939), FrenCh. Faust, 
orchestral piece. . 
Verstovsky~ A. N. (1799-1862) ~ Polish. Twardovsgy, opera. 
. . 
von Roda, Ferdinand (1815-1876), Gennan. Faust~ scenes. 
59• Walter~ Ignaz (1759-1822), German. Doktor Faust, opera. 
6o. Weingartner, Felix (1863-1942), Austrian. Musik zu 
Goetheis Faust~ Op. 43, Parts I and II, incidental mus.tc. 
Wo1furt, Kurt von (1880), Baltie-Gennan. Faust~ rhapsody 
for soprano, chorus and orchestra. 
Zelter, Karl Friedrich (1758-1832), German. Chorale f'or 
the Faust Cathedral Score, incidental music for Easter 
Promenade, setting for 6 K1ng of Thule." 
63 . Z~1lner, Heinrich (1854-1941), German. Faust, Op. 40, 
opera. 
MARLOWE: 
64. Bowles, Paul (1910), American. Dr. Faustus, incidental 
music. 
Hopkins, Anthony (1921), British. Dr. Faustus, incidental 
music. 
